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P R E F A C E  >
I n the tra in in g  o f the ac to r a va rie ty  o f techniques must be im ported. An 
a c to r must be instructed in the use o f co rrect d ic tio n , precise movement, emotional 
developm ent, cha rac te riza tion  and the techn ica l demands of the stage. A ll this 
can be learned through im p rov isa tion . But the development o f this complex a rt is 
not s u ff ic ie n tly  understood to be im plem ented in many ac ting  programs. The poten­
t ia lit ie s  o f im provisa tion  as a means o f teach ing ac ting  must become known before 
instructors w i l l  in c lude  im provisa tion  os part o f the ac ting  course. It is the 
purpose o f th is study to c o lle c t w id e ly  scattered in form ation tha t has been previously 
w ritte n  about im provisa tion  and c re a tive  dram atics, examine i t  c o lle c t iv e ly ,  and 
set down some form fo r teach ing  the  a r t .  Before one con begin teaching im prov i­
sation i t  is necessary to know  what im prov isa tion  is . This study explains what 
happens when a student improvises in  the group s itu a tio n . It explains the values 
and aspects o f im prov isa tion . I t  also offers some theory necessary for beginning 
and deve lop ing a workshop in which im provisation may be p ra c ticed . As w e ll,  it 
suggests im provisa tiona l exercises w h ich  cou ld  be used in a workshop session and 
the results which cou ld  be expected from the exercises.
The format fo r the exercises developed from a workshop session lasting fo r 
s ix  weeks (33 sessions) during w h ich  ten partic ipan ts  chosen at random from students 
o f  drama and a leader met and conducted experiments in im provisation which 
in tended to show tha t techniques o f im provisa tion  can be used to teach co llege
i i
students to a c t.  The area used fo r the Im provisation sessions v/as an open room and 
o  tw o-s ided  sem i-arena thea te r. From this workshop laboratory guidelines fo r the 
use o f im provisation grew .
From the exercises the students were able to develop greater awareness, 
s e n s itiv ity , freedom and se lf-co n fid e nce  tha t comes from the knowledge tha t every 
o n » is  a unique in d iv id u a l w ith  a va luab le  ro le  to p lo y .
Perhaps the re a liza tio n  o f the freedom and openness which develops from 
im provisa tion  is the most im portant lesson. The move ment,freedom and openness 
w h ich  happens during im provisation leaves the student most able to learn from the 
expe rience . What the ac to r masters here is ingested o rg a n ica lly  and m aintained 
by him  in  the to ta l a c tin g  perfo rm ance.
Ill
A C K  N O W L E D G M E  N T
I am indebted to the students who gave th e ir tim e and energy to 
th is p ro je c t. They gave much o f themselves and to ld  secrets about themselves 
they thought would never be know n. W ithou t the ir enthusiasm and in it ia t iv e  
and even, a t tim es, th e ir  re luc tance , there would have been no progress or 
deve lopm ent. What was learned arose through the group endeavor. The 
students are Je rry  Charlson, Suzanne C ook, C o lleen C u rry , Terri Doremus, 
Lynda Eaton, M ike  M in o r, Frances M orrow , Susan R ed fie ld , D ick Russell, 
W illia m  Shryock and Rick Stokes.
I V
S P O N T A N E I T Y
W ithou t d ire c tio n  or fo rce . 
W ithou t stimulus ex te rn a l. 
W ithou t p lan or push.
W ithou t in vo lun ta ry  sensation; 
One moves.
In each s itu a tio n , each even t.
In in d iv id u a l happening.
In s ing le  in c id e n t, s ing le  occurence.
In separate impromptus;
O ne im provises.
By fre e ing  one's im ag ina tion .
By e lim in a tin g  constra ints.
By responding w ithou t preconceptions.
By em ploying  in te rna l m otiva tions;
One a c ts .
O u t o f in tu it iv e  fe e lin g .
O u t o f instants w ith in .
O u t o f non -du ro tiono l moments.
O u t o f b rie f thought;
One extem porizes.
And from these unguided human undertakings, q u ic k , na tura l; 
From these v o lit io n a l,  instant re flexes;
From these un fe tte red , real moments o f free a c tion ;
From these flashes o f unshackled, unconstrained m otion;
One practices S pontane ity .
— W illia m  Cam pbell W allace
M issou la , Montana 
Spring, 1968
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C H A P T E R  I 
IN TR O D U C TIO N  TO  IM PRO VISATION
Even before Scheherazade Improvised fo r  a thousand and one nights to save 
her sk in , the techniques she used had been in  e ffe c t fo r a long t im e . Improvisation 
has a long h is to ry , as long as the h istory o f man h im se lf, ranging from p rim itive  
r itu a l to present-day "happenings. " A ll a rt forms hove begun w ith  im provisations, 
and the e a r ly  narra tive  epics l ik e  the Odyssey and the I lia d  began as improvised 
s to ry - te llin g . Song and dance and ea rly  dram atic r itu a l took more formal shape 
a fte r long periods o f im p rov isa tion . Im provisation has continued to be employed 
in  comedy and in nomadic enterta inm ent w ith  notable  periods, such os G reek and 
Roman comedy and Ita lia n  commedia d e l l 'a r te . And today im provisation has found 
its way in to  a w ide v a r ie ty  o f aspects in  our livess it  is employed in production in 
the thea te r, in  tra in in g  programs fo r actors, in business and vocationa l courses, in 
the tra in in g  o f teachers, in  psychotherapy and in  many facets o f education .
Im provisation is re a lly  an extension o f human beings. This study w il l 
concentra te  on im prov isa tion  as i t  applies to  a c tin g . But i f  we see ac ting  as a 
centra l a c t iv i ty  in  the understanding o f  l i fe ,  whether this is pursued professionally 
fo r the theater or p r im a rily  as a means o f educa tion , and i f  we see the central 
a c t iv ity  o f a c ting  as im prov isa tion , then what is learned through im provisation 
can also be app lie d  to  o be tte r understanding o f l i f e .
A study o f im provisation is im portant to everyone concerned w ith  education 
and the lives o f young people in terested in  f in d in g  a career in thea te r. For those 
in terested in thea ter the exam ination  o f the psychology o f ac ting  is an area which 
deserves much more research.
Im provisation teaches tha t the most im portant lessons are that the values in 
human l i fe  consist o f  awareness; se n s itiv ity ; freedom; and the se lf-con fidence  tha t 
comes from the know ledge tha t every one is a unique ind iv id ua l w ith  a va luab le  ro le 
to p lay i f  he can become him self enough to fin d  i t  and accept i t .  S en s itiv ity , 
awareness, freedom and se lf-co n fid e nce  are such an in tr ic a te  part o f the success o f 
im provisa tion  tha t i f  they are not developed then the use o f im provisation has fa ile d .
Experience is penetra tion  in to  the environm ent, to ta l organic invo lvem ent 
w ith  i t .  This means invo lvem ent a t a ll leve ls ; in te lle c tu a l,  physical and in tu i t iv e , 
O f the three, the in tu it iv e ,  most v ita l to the lea rn ing  s itu a tio n , is n eg lec ted .
When compared w ith  many other mental functions, such as 
in te llig e n c e  and memory, the sense fo r spontaneity is seen to 
be fa r less deve loped. This may perhaps be so because, in  the 
c iv i l iz a t io n  o f conserves w h ich  we hove developed, spontaneity 
is fa r less used and tra ined  than , fo r instance, in te llig e n c e  and 
memory. The sense o f spon tane ity , as a cerebral fu n c tio n , 
shows a more rud im entary developm ent than any o ther fundamental 
fun c tio n  o f the centra l nervous system. ^
" I t  became e v id en t, a fte r testing hundreds o f in d iv id ua ls , that the ta len t 
fo r spontane ity is rare and undeveloped; tha t the spontaneity o f an in d iv id ua l was 
fo r tasks unknown in advance not dependable and unpred ictab le  as to th e ir adequacy.
^Moreno, J .  L . ,  The Theatre o f  Spontane ity . (N ew  York: Beacon 
House, 1947), p . 40.
^ Ib id . ,  p . 6 .
In tu itio n  is often thought to be an endowment of a m ystical force enjoyed 
by the g ifte d  a lo n e . Y e t a ll o f us have known moments when the righ t answer 
"jus t came" o r we d id  "e x a c tly  the rig h t th ing  w ithout th in k in g ."  Sometimes at 
such moments usua lly  p re c ip ita te d  by c ris is , danger or shock, the average person 
has been known to  transcend the lim ita t io n  o f the fa m ilia r ,  courageously enter the 
area o f the unknown and release momentary genius w ith in  h im self.
Because there is more freedom there can be an increased 
amount o f s e lf- in v o lv e m e n t. In this process the m otiva tion  
supplies a s tim u la tion  tha t causes the se lf to respond and set up 
an inner ac tion  tha t f in a l ly  results in  the in d iv id u a l's  unique 
response. The problem or s itua tion  tha t sets this process in 
ac tion  should be so structured tha t the boundaries are f le x ib le  
and the in d iv id u a l is free to respond. Im provisation, i f  used 
w ise ly , can be a va luab le  means o f fu rthe ring  c rea tive  develop­
m ent. The movement a c t iv ity  tha t fo llow s from im provisation is 
characte rized  by a spontane ity  tha t is almost c h ild lik e  in its 
naturalness. The im a g in a tive  power is at w ork. Actions go 
eas ily  and each new a c tio n  sets o ff another one, which extends 
and expands the e xp e rie n ce .^
The in tu it iv e  can o n ly  respond in  im m ediacy — righ t now . It comes in 
the  moment o f sponaneity, the moment when we are freed to re la te  and a c t, in vo lv - 
ourselves in  the moving changing w orld  around us.
S pontane ity  appears to be the o ldest phylogenetic  fa c to r 
w h ich  enters human behav io r, c e rta in ly  o ld e r than memory, 
in te llig e n c e  o r sensua lity . It is an embryonic stage o f deve lop­
ment but i t  has u n lim ite d  p o te n tia lit ie s  fo r tra in in g . Because 
i t  can be tapped d ire c t ly  by Man h im se lf.
^H aw kins, A lm a M . ,  C re a tiv ity  Through Dance, (Englewood C liffs , 
N ew  Jersey: P re n tic e -H a ll, In c . ,  1964), p . 22.
4
O p . c i t . ,  M oreno, p . 7 .
Man needs to be educated^ but education means here more than 
mere in te lle c tu a l enlightenm ent^ i t  isn 't a matter o f d e fic ien cy  or 
man's in te llig e n c e  o n ly  and i t  is more than a matter o f emotional 
en ligh tenm ent; i t  is n 't a m atter o f ins igh t o n ly , i t  is ra ther a m atter 
o f the d e fic ie n cy  o f spontane ity to use the a va ilab le  in te llig e n ce  
and to m o b ilize  his en ligh tened em otions.^
Through spontaneity we are re -fo rm ed in to  ourselves. Spontaneity is the 
moment o f personal freedom when we are faced w ith  a re a lity  and see i t ,  explore i t ,  
and act a c c o rd in g ly . In this re a lity  the bits and pieces o f ourselves function  as an 
o rganic w h o le . I t  is the time o f d iscovery, o f experienc ing , o f crea tive  expression
C re a t iv ity  through im provisation has sometimes been referred to 
as the " f l ig h t  in to  the unknown. " It is the tim e when the creater 
(sic) dra\ws upon stored images and brings forth  new ones. Through­
ou t this experience the crea to r is se lec ting , d iffe re n tia tin g , contras­
t in g , in the process o f ach iev ing  in teg ra tion  and u n ity . From the 
im provisa tion  experience comes a new awareness of the expressive 
nature o f movement and o f the in te g r ity  and rightness o f the move­
ment when you " le t  i t  happen" ra ther than arrange i t .  Perhaps the 
most amazing result o f the in d iv id u a l is the re a liza tio n  tha t he 
invented  and moved in  a way tha t he thought was beyond his ca pa c ity . 
Aga in  and again this type o f experience seems to hove the power to 
ca rry  the in d iv id u a l beyond his usual leve l o f perform ance.^
How does a ll this app ly  to a c tin g ?  F irst, we must try  to decide what
ac ting  is .
A c tin g  is an in te rp re ta tio n , on impersonation o f aspects o f the 
human s itu a tio n . It may in vo lve  p la y ing  the ro le  o f another 
person o r i t  may require the im agined response o f one's own 
person to a mood or set o f circum stances. In e ithe r case, the 
q u a litie s  needed for the best acting  are also those qua lities  
required  fo r the fu lle s t liv in g
^ ib id . ,  p . 10.
^ Q p . c i t . , Hawkins, p . 22.
^Hodgson, John and Richards, Ernest, Im provisation: D iscovery and
C re a tiv ity  in  Drama. (London: Metheun & C o . ,  L td .,  1966), p . 11
4
Both in vo lve  coming to terms w ith  one's self^ coming to terms w ith  one's 
physical environm ent, and lea rn ing  how to  manage relationships w ith  other peo p le . 
In a ll aspects o f his being the ac to r needs to  be sens itive ly  tuned to be able to 
respond to whomever or whatever he encounters — and his responses must be w ith in  
his c o n tro l.
This understanding takes p lace  on a mental and im ag inative  le v e l, but i f  
his a c tin g  is to  portray the s itua tion  w ith  tru th , he w il l have to understand w ith  his 
w hole  b e in g .
True a c ting  may be la rger than l i fe ,  i t  may be sm aller than l i fe ,  i t  may be 
very w e ll rehearsed o r may be com ple te ly  unrehearsed: the im portant th ing  always
is fo r it  to evoke our acceptance o f i t  os v a lid  a t the time o f its enactm ent.
An ac to r's  tra in in g , the re fo re , cannot be confined to the iso la ted tech ­
niques o f vo ice  and body, but must g ive  considerable emphasis to the discovery o f 
ways o f c rea ting  those q ua litie s  which can be id e n tif ie d  w ith  l i fe  and o f evoking a 
true  response. His tra in in g  w ou ld  also need to  inc lude  a development o f his 
a b i l i t y  to in te rp re t the l i fe  around him and o f  associating w ith  the life  of a g iven 
tes t. A ll this he w il l  need to  learn to coord ina te  w ith in  him self and w ith  the 
thea ter g roup.
Im provisation offers the ac to r a p lace where he can learn not o n ly  tech ­
nique but also freedom . Through situations in which we hove to improvise we can 
be made to draw on our own resources — to th ink  out basic p rinc ip le s . We are 
not able  to fa l l back on o ther people te l l in g  us, nor can we f in d  instructions 
precise enough to cover a p a rtic u la r set o f circumstances.
5
A t every moment throughout our lives we are having to adjust to whatever 
happens around us. The more unexpected the happening, the more spontaneous and 
frank the response is l ik e ly  to be . Because people are less p red ic tab le  than things, 
we are more o ften  c a lle d  upon to adjust to what is said and done by others in a way 
w h ich  we cannot eas ily  p la n . If we are open and recep tive , we can make d isco­
veries both about ourselves and from these moments. If we ore less recep tive , the 
tendency w il l be to reproduce what we consider to be s o c ia lly  accepted response 
and these become standardized and stereotyped,
A  good im provisation experience is accom panied by sa tisfaction 
and a sense o f fu lf i l lm e n t tha t is d if f ic u l t  to put in to  words. A t 
the end o f the experience, or during a f le e tin g  moment w ith in  the 
experience , the creator feels a great sense o f jo y , a k in d  o f 
ecstasy. Suddenly every th ing  seems in teg ra ted , and he senses a 
u n ity  tha t is p ro found ly  sa tis fy in g , F leeting or la s ting , such an 
experience is fu l f i l l in g  and contributes to the im portant prospect 
o f s e lf-a c tu a liz a tio n  as w e ll as the development in c re a t iv ity .^
Im provisation in the educa tion  o f the ac to r is an attem pt to make the
techniques o f ac ting  so in tu it iv e  th a t they become the student's ow n. To achieve
th is  requires an environm ent in  w h ich  experienc ing  can take p la ce , a person free
to experience, a leader capable o f gu id ing  the experience, and an a c t iv ity
wh ich  brings out spontane ity w h ich  may lead the ac to r to new dimensions o f
ex is ten ce ,
When God created the w orld  in  s ix  days he had stopped a day too 
e a r ly . He had g iven  Man a p lace  to liv e  but in  order to make it  
safe fo r him he also chained him to  tha t p la ce . On the seventh 
dqy he should have created fo r  Man a second w o rld , another one, 
free  o f the f irs t w o rld  and in  w h ich  he could  puige him self from i t ,  
but a w orld  w h ich  w ould  not chain  anyone because i t  was not re a l,
Q
O p , c i t H a w k i n s ,  p,  22.
6
It is here where the thea ter o f  spontaneity continues God's 
c reo tion  o f the w orld  by opening fo r Man a new dimension o f 
ex is tence . ^
The end result o f this s tudy, then , is to  provide o charted course that 
w il l  provide such on a c t iv i ty .  The goal is a crea tive  experience in which the 
student can f in d  personal freedom , where the in tu it iv e  can emerge and experienc ing  
con take p la c e .
O p . c i t . ,  M oreno, p . 7 .
C H A P T E R  I I  
AIMS. A N D  VALUES OF IM PRO VISATIO N
O nce an understanding o f im provisa tion  is a tta ined  one should also be 
apprised o f the aims and values i f  the  a rt is to  be understood com p le te ly . Impro­
v isa tion  is in form al drama which exists p rim a rily  fo r the enjoyment and benefit o f 
the players themselves. The precise and o b je c tiv e  measurement rece ived by students 
from p a rtic ip a tio n  in  this a rt is a d if f ic u l t  and com plex process. A t the present 
there is l i t t le  in  the way o f exact research to substantiate the b e lie f in the values 
re ce ive d . However, over a period  o f years c rea tive  dramatics teachers and 
leaders in  the f ie ld  o f im provisation have reached ce rta in  conclusions about the 
values o f im provisation to  the in d iv id u a l. These conclusions havefcome as the 
resu lt o f  having observed students in  class and o f having considered evaluations 
o f  p ther teachers and the partic ipan ts  themselves.
" In  the  e a rly  stages o f dram atic im provisation i t  is usual to encounter 
self-consciousness and embarassment. This is la rg e ly  because we are overcome 
w ith  shyness a t be ing  asked to  respond in  an im ag ina tive  w o r l d . T h e  firs t aim 
o f im prov isa tion , then , is to release tension and the best way o f doing tha t is to 
develop powers o f co nce n tra tio n . The purpose w il l  be to enable the members o f 
the groups to  become absorbed in  the a c t iv i ty  they are pursuing instead o f being 
concerned w ith  themselves undertaking the a c t iv i t y .
^Hodgson, John and Richards, Ernest. Im provisation: D iscovery and
C re a tiv ity  in  Dram a. (London: M ethuen & C o .,  L td . ,  1966), p . 21.
8
Linked c lose ly  w ith  absorption is a sharpening o f the powers o f observation. 
This means not o n ly  look ing  w ith  a keener eye but lis ten ing  w ith  a keener ear and 
responding w ith  keener sense a ll rounds in c lu d ing  fee ling  w ith  greater se n s itiv ity .
"A  c rea tive  person is one who is sensitive to  the world in which he liv e s . He res­
ponds w ith  keen awareness to sights, sounds, textures, scents and the thoughts and 
2
fee lings o f o thers. " Leaders o f im provisation and c rea tive  dramatics fin d  many 
opportun ities to guide students to develop s e n s itiv ity . When students come 
toge ther in improvised drama, they are ca lle d  upon to listen and respond sens itive ly  
to others. When they study the m otivations and fee lings o f the characters whom 
they p la y , they acqu ire  an understanding o f people which contributes to the ir 
becoming sensitive , sym pathetic in d iv id u a ls . Siks writes concerning crea tive  
dramatics and s e n s itiv ity : "C re a tive  dramatics stimulates a ch ild fs  awareness. It
causes him to lea rn , to lo o k , and lis te n , and from th is , to see, hear and fe e l . It
strengthens his sens ib ilities  and bu ilds a receptiveness to the w orld  around him — to
3
the w o rld  o f peop le , na tu re , th ings—  to  moods, beauties, w onderings."
This process begun, i t  is easier to  re instate the work o f the im a g in a tio n . 
Every one o f us has a keen im ag ination  in e a rly  ch ildhood , but the structure o f our 
soc ie ty  and re la tionsh ips tends to make us fee l less happy about i t .  G ra du a lly  we 
become anxious to suppress i t  or h ide i t  un til f in a l ly  the power is lost a ltoge the r.
Y e t im ag ination  is a q u a lity  more than ever required in this era o f 
increasing a c t iv ity  and advancem ent.
2Siks, G era ld ine  P ., "C h ild ren 's  Theater and C rea tive  Dramatics, 
(S eattle : U n ive rs ity  o f Washington Press, 1^61), p . 126.
^ Ib id . ,  p . 37.
Every k ind  o f developm ent must hove some im a g in a tio n . In 
the home i t  is desirable fo r decoration^, the buying  o f fu rn itu re , 
p reparation o f food; we need i t  in the purchase o f our clothes 
and even in  the o rgan iza tion  o f our holidays and leisure t im e .
Every developm ent in  industry requires some degree o f im agination «
It is required more and more in  b u ild in g  and a rch itec tu re , te c h ­
n ica l improvements and throughout community l i f e . Im agination 
can enrich  the existence o f a ll  on an in d us tria l, te ch n ica l, soc ia l, 
and personal p lane , and a c tin g  aids im ag inative  growth
Teachers o f crea tive  dramatics recogn ize  in th is a rt one means o f preserv­
ing  in  in d iv id ua ls  the c re a tive  spark w h ich  is th e ir natural endowm ent. Those who 
have observed ch ild ren  o f preschool and kindergarten age have seen this irrepres­
s ib le  crea tive  sp ir it which is ev iden t in  th e ir freedom to do, to make, to b e .
"W hen a c h ild  makes his en trance  in to  the w o rld , he comes w ith  a g if t  o f im a g i-
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na tion , w ith  the power to crea te , and a desire to express h im se lf. "
Too o ften  in  o ld e r ch ild ren  this power has dw indled in to  t im id ity  in 
undertak ing  a new ven tu re , in h ib ite d  expression which is uncom fortable w ithout 
patterns to fo llo w , self-consciousness which leads to such things as exhib ition ism  
o r w ithd raw ing . Ruth Sawyer says,
M idw ay in  ch ildhood something begins to happen. There must 
be adjustment to a fac tua l m ateria l w o rld . C h ild ren begin to 
conform . A du lts  help the process a long , that adjustment may 
be made as sw ift and resistless as possible. C h ild re n “s minds 
are ra ilroads from this station to th a t, a ll p la in ly  marked on 
the  map c a lle d  E duca tion , That space so boundless in  baby­
hood, tha t heavenly pasture fo r p lay and joy unbounded, becomes 
narrowed down w ith  each year, each grade, un til i t  becomes no 
w ide r than your thum b .^
4 0 p . c i t . ,  Hodson & Richards, p . 22,
% ik s , G era ld ine  B. C rea tive  D ram atics: An A rt fo r C h ild re n . (New
Y o rk : Harper and Brothers, 1958,) p .  5 7 T
^Sawyer, Ruth. The Way o f the S to ry te lle r. (N ew  Y ork; The 
V ik in g  Press, 1945), p . 7 .
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O pportun ities  fo r experience in c re a tive  dramatics and im provisation under 
s k ille d  and sensitive leadership may help  overcome some o f the narrowing o f which 
Ruth Sawyer speaks.
W in ifre d  Ward says^ "There is no school a c t iv ity  which gives better oppor­
tu n ity  fo r c re a tiv ity  than p la ym o k in g . She lists as an im portant va lue o f 
c re a tive  dramatics "to  encourage and guide the ch ild 's  crea tive  im a g in a tio n ," 
and stresses the po in t tha t the im ag ination  must be constantly exercised " i f  the
g
in d iv id u a l is to  become a c rea tive  th in k e r. " In a discussion o f c rea tive  drama­
tics  values G e ra ld in e  Siks asserts tha t c re a tive  dramatics "develops confidence and 
c re a tive  expression. " Isabel Burger lists "an  a c tive  c rea tive  im ag ina tion " as an 
outgrow th  o f im provisation . Each o f these teachers and many others have 
recorded moments o f true c re a tive  expression from students in  th e ir classes - -  
those moments when in d iv id ua ls  lost themselves in complete concentration o f on 
idea and experienced the freedom to  express w ithou t self-consciousness the thoughts, 
the  fe e lin g s , the be lie fs  which come from deep w ith in  themselves.
I f  th is can happen in  ch ild ren  w ith  th e ir lim ite d  experience, then in o lde r 
students the spontaneity should be even greater because o f th e ir greater depth o f 
experience i f  th e y  can return to  the freedom they knew as c h ild re n . The e ffec t o f
7 W ard, W in ifre d , P laym oking w ith  ^Children. (N ew  York: Appleton-
C e n tu ry -C ro fts , 1952), p . 7 .
^ Ib id o, p . 6 
9Opo c i t . , Siks, p . 23
^^Burger, Isabel G .  C rea tive  Play A c tin g . (N e w  Y ork : The Ronald
Press, 1950), p . 4 ,
im provisation on o lde r students and the developm ent o f im agination is summed up 
by Robert G . N ewton in his b oo k le t. Exercise Im provisation:
The ro le  tha t im provisation plays in the encouraging and 
deepening o f ac ting  is , amongst o the r a ttr ibu tes , its a b i l i ty  
to lu b rica te  the im ag ina tion ; thereby enab ling  i t  to become 
c re a tiv e . This lu b ric a tio n  counteracts the many m anifesta­
tions o f self-consciousness tha t comes between an acto r and 
his job  — the crea tion  o f  characte r. The very words on a 
p rin ted  page can , fo r instance, be a ba rrie r, should th e ir  
ready association w ith  the chore o f learn ing numb an aware­
ness tha t words ore symbofs fo r what human beings fee l and 
th in k  . . , Im provisa tion , because i t  helps to release the 
promptings o f the im ag ina tion , con induce in an actor su ffic ien t 
unself-conscious freedom to enable him to express im agined 
fe e lin g s . From the tru th fu l expression o f imagined fe e lin g  he 
can proceed to  the expression o f im agined character; the 
d iffe rence  between the tw o being rough ly tha t in  the firs t 
instance he is concerned w ith  his own fee lings and in the 
second w ith  those o f another person. It is hard ly  necessary 
to add th a t, i f  the maximum use is to be made o f im provisation, 
i t  should be practised w ith  the maximum o f re laxa tion  on the 
part o f a ll concerned.  ̂^
Im provisation trains people to th in k . I t  aims at the in cu lca tio n  o f c lea r 
mental habits and the tra in in g  o f the expression o f these thoughts in  a concise and 
o rd e rly  w ay. Because i t  places people in  a human s ituation  in vo lv in g  other 
people , i t  co lls  fo r fa ir ly  q u ick | th in k in g  and a t times fo r d iffe ren t levels of 
thought s im ultaneously. Decisions have to be made by the in d iv idua l in the 
s itu a tio n , but because i t  is an experim enta l s itu a tio n , he can learn by his errors 
o r adjust to the u t i liz a t io n  o f his m istakes.
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"A  c re a tive  person is f le x ib le  in  his th ink ing  and d o in g ."  This 
a ttr ib u te  requires a k ind  o f th ink ing  which con adapt to change, can red irect its
 ̂^N ew ton , Robert G  . Exercise Im provisation, (London: J . G arnet
M il le r ,  L tc . ,  1960), pp . 8 -9 .
^^O p . C i t . ,  S iks, Children*s Theatre and C rea tive  Dram atics, p . 127.
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course. Spontaneous, improvised drama w h ich  comes from a group p lay ing  together,
tak ing  a basic idea and deve lop ing  i t  as they p la y , demands tha t they constantly
adopt th e ir  th ink ing  to  the suggestions and d ire c tion  o f  other in d iv id u a ls . The
a g i l i t y  in th in k in g  — the a b i l i ty  to seize upon a new idea and use i t  to progress
to a n o th e r-- w h ich  can be observed in  a group o f students p lay ing  together this
way is am azing and rew ard ing . They are acqu iring  a f le x ib i l i t y  which V ik to r
13
Low enfeld  te lls  us w il l  con tribu te  tow ard th e ir being c rea tive  peop le .
Th ink ing  con lead to  expression o f thoughts, but i t  can also show the 
wisdom o f s ile n ce . As understanding develops the students become more aware of 
the con tribu tion  and in terest o f o thers, and so they learn the va lue  o f lis ten ing  
and o f g iv in g  themselves through lis te n in g . In im provisation another dimension 
in ac ting  becomes c le a r. A c tin g  is not o n ly  moving o r ta lk in g  and reacting 
m e chan ica lly  a t a g iven  cue , but also becomes more o f a l iv in g  response arrived 
a t from a continuous thought pa tte rn .
Most o f the aims so fa r m entioned seem desirable in any form o f a rtis tic  
o r general tra in in g , but im provisation aims to combine these w ith  a development 
and tra in in g  o f the em otions. I f  anyone is to l iv e  and respond fu l ly ,  he needs to
^^As a result o f a seven-year study, V ik to r  Lowenfeld and his associates 
in  the A rt Education Departm ent, Pennsylvania State U n ive rs ity , have determined 
e ig h t c r ite r ia  o f c re a tiv ity  w h ich  s ig n if ic a n tly  d iffe re n tia te  c rea tive  from less 
c re a tive  persons. The e igh t c r ite r ia  are se n s itiv ity  to problems, flu en cy  o f ideas, 
f le x ib i l i t y ,  o r ig in a l ity ,  re d e fin it io n  and the a b i l i ty  to rearrange, analysis, or 
the a b i l i ty  to  abstract, synthesis and closure, coherence o f o rg an iza tion .
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know both how and why his fee lings work as they do. Y et the o n ly  way we are 
going to  come to any grasp o f emotions in the liv in g  s itua tion  is to be aware o f 
them under experim enta l and im ag ina tive  cond itions . Everyone is expected to 
love and be loved^ but there is never any oppo rtun ity  o f preparing yourself to fin d  
ou t about love  u n til you are in  the actual s itu a tio n . You must also know what i t  
is to hate . You need to know  what happens when you get angry, what i t  is lik e  
to be sensitive and to show s e n s it iv ity . These can be explored in a con tro lled  
s itu a tio n  w h ich  w il l  help you to  understand how this neg le c ted  aspect o f your 
being works in  re la tio n  to  the whole person. It is no good leav ing  this part o f 
)Our developm ent to chance sim ply because i t  is d if f ic u lt  o r l i t t le  known. Impro­
v isa tion  is a ttem pting  to  provide a tra in in g  in  ge tting  on w ith  o ther people and 
ga in ing  some understanding o f what happens in a breakdown o f re la tionsh ips.
There is much tha t c re a tive  dramatics and im provisation can do fo r 
ch ild ren  in add ition  to  deve lop ing  c re a t iv ity . Ward emphasizes the va lue o f 
co n tro lle d  em otional o u tle t^ ^  w h ile  Siks speaks o f deve lop ing emotional s ta b il ity .  
Ward says, "B e tte r than any o the r school experience, the arts o ffe r opportunities 
fo r channeling  emotions in to  constructive  uses." The a c t iv ity  may be free 
rhythm ic movement w ith  physical response to va ry ing  moods o f music and ideas 
w h ich  release tensions otherw ise suppressed o r expressed by means o f ir r ita tio n  
and unpleasant actions; or i t  may be p a rtic ip a tio n  in  a dramatic c o n flic t through
^ ^ O p . c i t . ,  Ward, P laynioking w ith  C h ild ren , p . 3.
15,, .
I b i d . , p .  4 .
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w hich  the c h ild  finds le g itim a te  release fo r antagonisms o r fo r the v icarious and 
e leva ted  sp ir its . Through the emotion o f drama he may discover the d ig n ity  of 
sorrow, the strength in  pow er, the  warmth in sympathy, and the freedom in  joy os 
w e ll as the degradation in hate and greed.
A ll c rea tive  dramatics au thorities  assert tha t p a rtic ipa tio n  in im provisation
can have a therapeutic  e ffe c t,  and a ll leaders have seen ind iv idua ls  and groups move
tow ard more stab le  em otional and mental hea lth  through p a rtic ipa tio n  in crea tive
dram a. A lthough  Lowenfeld was w r it in g  s p e c ific a lly  on the graphic arts, what he
has to say applies equa lly  w e ll to  th is form o f dram atic a r t . He says, "Because
p e rce iv in g , th in k in g , and fe e lin g  are e qu a lly  stressed in any crea tive  process, a rt
16
may w e ll be the  necessary balance fo r the c h ild 's  in te lle c t and his em otions."
A ll this develops our understanding, help ing  us not o n ly  to experience 
but to see this experience in  re la tion  to o ther things and other peop le . Fears 
and insecurities are the result o f ,  o r cond itioned  by, la ck ing  o f understanding, so 
tha t the more we can d iscover why this human s itua tion  takes p lace or how we can 
deal w ith  another s itu a tio n , the more we can liv e  co n fid e n tly . Understanding of 
th is  k ind  invo lves not o n ly  the mind but the whole persona lity , seeking to bring 
greater ins igh t in to  the whole o f the human s itu a tio n .
Understanding is tak ing  p lace on a dual plane fo r a t the same tim e as we 
are fin d in g  out about ourselves and our personal re lationships w ith  other people we 
are also lea rn ing  to  understand others so tha t we can rea lize  more fu l ly  in  what ways
^^Low enfe ld , V ik to r .  C rea tive  and M enta l G row th . (N ew  Y ork:
The M a cM illa n  Company, 1952), p „ 2 .
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they are d iffe re n t. Im provisation is a group a c t iv ity  and learn ing  w ith in  the group 
s itua tion  leads to a re a liz a tio n  both o f man's independence and his in terdependence.
M ore s p e c if ic a lly , im provised drama helps us to understand the movement 
o f  the body in re la tio n  to everyth ing  e lse . Part o f a ll self-consciousness is 
p hys ica l, and through im provisa tion  greater freedom and coord ination  o f bod ily  
movement is o b ta in ed , because the students are conscious o f pu tting  the body in to 
im ag ina tive  sutuations and deve lop ing  freedom in  c o n tro l. Another bene fit is that 
rhythm ic movement in vo lved  in  every form o f im provisation and through the d isc ip lin in g  
o f  his body to express ideas, fe e lin g , characters, the student acquires physical 
co o rd ina tion , grace and poise.
S im ila r ly , because much o f the work invo lves us in ta lk in g , we gain 
confidence in  a f lo w  o f in te llig e n t speech. The use o f language is extended, 
toge ther w ith  d e x te rity  in  the manner o f expression. It is possible to learn the 
special subtleties and va ria tions  o f meaning w h ich  the spoken word has over the 
w r itte n . This aids c le a re r com m unication and avoidance o f misunderstandings.
Through im provisa tion  there is a real o ppo rtun ity  to come to on awareness o f the 
d iffe rence  between w ritte n  and spoken com m unication . The use o f language 
varies in  d iffe re n t s itua tions, and in  the v a rie ty  o f the subjects o f im provisation 
there is a chance to re a lize  how vocabu la ry , word order and images vary from 
circum stance to c ircum stance.
Another va lue  o f im provisa tion  is tha t ce rta in  social values are learned
as a d ire c t result o f im provisa tiona l expe rience . To ach ieve success an in d iv id ua l
must learn to work w ith  the o the r members o f his group. He must learn not o n ly  to
express his own ideas in  com m unicative fash ion, but to listen to and appreciate
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the ideas o f o thers. He learns where he fits  in to  a group and how he can best 
make a con tribu tion  . He learns to w a it his turn^ to share, to lead, and to fo llo w . 
Peter S lade, lead ing exponent o f c rea tive  dramatics in England, points out that 
through im provisation "a bond o f friendsh ip  and trust between students and adults 
may be established.
Because drama is the art dea ling  most d ire c tly  w ith  the motivations and
actions o f man, the student who plays many roles gains in understanding others and
in  his a b i l i t y  to liv e  successfully in his env ironm ent. "Experience-in drama makes
a student more sensitive to the thoughts and fee lings o f others because these are
18
the  ve ry  essence o f his study. "
Through the m ateria l w h ich  is used fo r im provisation a leader may present 
high e th ica l and moral standards, and i t  is a w e ll recognized fa c t among educators 
tha t ideas are deep ly impressed when experienced d ra m a tica lly . Hughes Mearns 
exp la ins, "The fin e  p lay ing  o f even an e v il ro le  can be done o n ly  by those who 
a re  a t the same tim e inw ard ly  repud ia ting  e v i l . We know , i f  others do no t, tha t 
the  p lay bette r than precept establishes perm anently an a lleg iance  to the moral 
l i f e . " ^ ^
Because the response takes p lace as the s ituation  proceeds in a ll areas o f 
im prov isa tion , spontaneity is assured. This means tha t on every leve l there is a
t^P ete r S lade, C h ild  Drama (London, U n ive rs ity  o f  London Press, L<td., 
1954), p. 106.
^®Op. C i t . ,  S iks, C rea tive  D ram atics, p . 27.
^^M earns, Hughes. C re a tive  Pow er. (N ew  Y ork : Dover Publications,
In c . ,  1958), p . 92.
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freshness and honesty which is o ften unusual. The conVenHonal learned response 
very re a d ily  leads to  a rather jaded reaction^ but here there is usually pleasure in 
the unknown.
M uch o f the work brings an invo lvem ent w ith  an occupation or a concern 
w ith  a person, lead ing  to a loo k ing  beyond one ’s se lf, so tha t there are great 
moments o f surprise a t what one has a ch ieve d . Ind iv idua ls discover th e ir  own 
p o te n t ia l. They fin d  they ore capable of things which ne ither they nor others 
re a liz e d .
None o f these values is ach ieved  in iso la tion , but each one w il l  bu ild  
toge the r, g iv in g  a true sense o f  security  to the  in d iv idua l . This is a ce rta in ty  
wh ich  arises from a real sense o f know ing , ra ther than remembered and unapplied 
fa c ts . In a fr ie n d ly  atmosphere there has been a gradual ridd ing  o f tensions 
which become replaced by a genuine and lasting  se lf-co n fid e nce .
Every elem ent o f personal developm ent w il l a id  the ac to r in his a r t . 
C onverse ly, because of the nature o f a c tin g  and the dram atic experience, each 
extension o f s k ill and perception in this f ie ld  can a id  the in d iv id u a l in  l iv in g .
W ith  the greater developm ent by the ind iv id ua l o f his observation and 
understanding o f peop le , his ca p a c ity  fo r the in te rp re ta tion  o f a character grows 
and th a t, toge ther w ith  a d d itio n a l s k il l in movement and words, w il l lead to 
g reate r d e x te rity  in  the b u ild in g  o f ch a ra c te riza tio n . Improved cohcentration 
and a more l iv e ly  im ag ination  help  him to be able  to sutain a ro le  more easily  and 
e ffe c t iv e ly  and g ive  the ca p a c ity  fo r re ten tion  o f the im ag inative  tru th  o f a 
s itu a tio n . The ac to r learns to  draw from h im self in re la tion  to an idea o r a
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dram atic te x t,  and knows him self as a c rea tive  a rtis t working as a member o f a 
team .
A ll th is work,both w ith  and w ithou t texts, helps the person who is acting  
to  come to an awareness o f shape, not just w ith  the in te lle c t,  but w ith  the whole 
person. He comprehends tha t form and shape can be experienced and expressed 
in  a v a rie ty  o f  ways; phys ica lly  and m e n ta lly  he responds to rhythm as expressed 
in  sound, in  movement and in o ther aspects o f l i fe .  From the group sens itiv ity  
and the know ledge o f sub tle ty  and v a rie ty  o f meaning springs a keener sense o f 
tim in g  and p a tte rn .
Above a l l ,  he learns the sa tis fac tion  o f working as a member o f a 
c rea tive  team, and leaves behind any notions of mere se lf-d isp lay  he may have 
had a t the b eg inn ing . There is a greater sense o f achievem ent in  recogn iz ing  and 
deve lop ing his own po ten tia l as an in d iv id u a l crea ting  w ith  others.
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C H A P T E R  i l l  
ATTRIBUTES OF A LEADER
To tra in  a student to create  w ith  others and to grow from the experience 
requires o leader who knows the po ten tia l o f im provisational tra in ing  and is able 
to app ly  this know ledge to the in d iv id u a l's  needs and the group s ituation  in a way 
w h ich  best contribu tes to g ro w th .
Im provisation is a com plex a r t .  The a rt o f developing its leaders is no 
less com plex fo r the persona lity  o f the leader colors the whole p ic tu re  in this a rt 
in vo lv in g  p layers, leader, space and an idea from which to c rea te . The leader is 
the person o rgan iz ing  the session. His func tion  is not on au thorita rian  one, fo r he 
is on agent who sets up cond itions in  w h ich  d iscovery can be made. It is he who 
has planned the o ve ra ll program. He may a t times want to oi,d confidence by 
tak ing  part w ith  the group and there w il l  be times when he rea lizes the personal 
discoveries o f the people in  the group demand tha t he make him self p a rticu la rly  
inconspicuous.
The leader should consider h im self one o f the group. In some coses where 
the leader is a lready  known to  everyone this may mean bu ild ing  a new re la tio n sh ip . 
It w i l l ,  however, help  the group to come to accept him as a fe llo w  exp lore r, and 
even the conditions he sometimes sets and the questions he raises w il l be presented 
in  a manner suggesting tha t he is interested in  what people hove derived from the 
experience or in  what they fee l about the work o f o thers. He w il l contribu te  to
the eva lua tion  o f exercises just as another member o f the group.
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Since teach ing  is an extension o f one's own persona lity , we must a llo w  fo r 
in d iv id u a l d ifferences and acknow ledge tha t there is no one way to tra in  future 
leaders fo r im prov isa tion . H owever, there are certa in  tra its  which should be e v i­
dent in  every leader o f im provisation . F irs t, i t  seems the leader must understand 
tha t the urge to create is universal and the desire to dramatize is a basic human 
in s t in c t. M oreover, to  whatever use im provisation w il l  be pu t, in whatever 
s itua tion  o r by whom, i t  is an a rt unique to man and "tha t every work o f a rt is com­
p le te  in  its e lf  and free o f its m ateria l is the beginning o f understanding o f tha t a r t . "
This fe e lin g  fo r and understanding o f drama as an art comes through expe ri­
encing i t  as an a r t .  In C h ild ren 's  Theatre and C rea tive  Dramatics, Siks outlines a
program fo r the education o f  the c re a tive  dram atics leader. Her suggestions were
. . .  2taken in to  considera tion  in discussing the tra in in g  o f a leader fo r im provisa tion.
A ny  course fo r students who would be leaders must invo lve  doing, f irs t as a player 
under a leader — a leader who knows and loves and serves tha t a rt w e ll w ith  others 
whom he knows and loves. A lso , tra in in g  should invo lve  seeing that same leader 
in  ac tion  w ith  students — to be tte r know the a rt and students o f a ll ages.
The firs t-h a n d  experience can be enriched by reading te x t and supplemen­
ta ry  m ateria ls on im p ro v isa tio n . A  beg inn ing course should invo lve  lecture  and
discussion and, whenever possible, observation o f formal im provisation and obser­
va tion  o f any classes on im provisa tion  a t un ivers ities throughout the n a tio n .
S tark Young, The Theater, (N ew  Y ork: H il l and Wang, 1954),
p . 17.
^Agness Haaga, "A  D ire c to ry  o f Am erican Colleges and Universities 
O ffe r in g  T ra in ing  in C h ild ren 's  Theatre and D ram atics ." Educational Theatre 
Journal (M ay, 1958), pp. 150-163, who lists the fo llo w in g  departmental 
breakdown regarding tra in in g  in  im prov isa tion .
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Id e a lly , a fte r this period o f do ing , ta lk in g , lis ten ing , w atch ing , read­
in g ,  experienc ing  and th in k in g  in close association w ith  a p rac tic ing  teacher, 
the student should a ttem pt to be a leader, w ith  his own classmates as the p layers. 
Thus not on ly  does the student leader have the chance to  gain experience and 
rece ive  eva lua tion  o f his leadership by the group and the instructors, but each 
member o f the class is c o n tin u a lly  experienc ing  in action  a va rie ty  o f good 
m ateria ls su itab le  fo r a w ide range o f students. This tra in in g  could  require 
analysis o f m ateria l to be used, and a w ritte n  eva lua tion  fo llo w in g  each leader­
ship experience. Conference outside o f class w ith  in d iv id ua l students and the 
instructors com plete the c r it iq u e .
When the C o llege  C urricu lum  Survey Committee made a survey o f c o l­
leges and un ivers ities  in  the U n ited  States in an attem pt to ascerta in the q u a lity , 
nature and ex ten t o f Im provisation and C rea tive  Dram atics, i t  was found that 
220 institu tions had programs, pa rtia l programs or occasional programs in 
c reoti ye dra m a tics .
These programs are o ffe red  by a v a rie ty  o f schools o r departments w ith ­
in  the in s titu tio n s ; seventy are under the auspices o f speech departments; 
tw e n ty -n in e  under drama o r theatre  departments; f i f t y - f iv e  are under drama and 
speech departments; f if te e n  under education departments; e ight under departments 
o f  English; four under language arts departments; four under English and speech 
departments; three under schools o f f in e  (or c rea tive  arts); three under extension 
d iv is ions a lone ; three under language and speech departments; two under English 
and education departments; two under pub lic  re la tions and communications; two 
under English and psychology departments; one each under an English, speech 
and drama d iv is io n ; a theatre  and radio school; a department o f humanities; 
graduate school a lone ; and an education and speech d iv is io n .
N in e ty -th re e  o ffe r graduate courses in the area o f crea tive  dram atics. 
N in e ty -e ig h t  o ffe r labora to ry  programs w ith  students fo r observation a nd /o r 
p rac tice  teaching expe rie n ce .
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D uring this th ird  quarter the student continues . . . his 
required reading and w a tch ing  o f fa c u lty  leadership. Through­
out the year the student has been assembling a va luab le  notebook 
o f . . . m a te ria l, class notes, observation reports, lesson plans, 
and evaluations and impressions o f his own . . . experiences and 
current responses to keep a liv e  w ith in  him self tha t very rare, 
human q u a lity  he is a ttem pting  to keep o liv e , to s tim u la te , and 
to channel . . . c rea tive  energy and awareness
N e x t the serious student is advised to take a background o f courses in the
humanities and such courses os dance, psychology, rhythms, music, fa m ily
re la tionsh ips, race re la tion s . A  sound know ledge o f drama in  its many aspects
is forem ost.
The School o f Drama a t the U n ive rs ity  o f Washington 
established a basic academ ic f ie ld  o f C rea tive  Dramatics 
In add ition  to the work in  c rea tive  dramatics and the special 
projects w ork, the program inc ludes: two quarters o f
In troduction  to  the Theater, two quarters o f Theatre speech, 
two quarters o f a c tin g , two quarters o f C h ild ren 's  Theatre, 
and two courses in  the techn ica l side o f thea tre . The
result is a to ta l o f fo r ty  c re d it hours in d ram a.^
In add ition  to academic requirements the im provisation leader should be 
endowed w ith  o ther a ttr ibu te s . The leader must know and love and serve drama 
and people, and students in  p a rtic u la r. This is necessary because crea tive  teach­
ing  is a sharing o f mind w ith  m ind and heart w ith  hea rt. The la tte r can come 
on ly  when there is a respect fo r the leader, the subject and the process. There 
must be a fe e lin g  o f trust in  the leade r. To trust we must fee l secure and wanted 
and lik e d . He must be one whose own v ib ra n t, c re a tive , positive  sp irit sets
Ib id . ,  (Siks and D unnington), p . 203 
^ Ib id . ,  p. 204.
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f ire  to  our own and helps us to  express our best selves w h ile  understanding our 
present shortcomings — one who enjoys and keeps up w ith  and channels our 
human energ ies.
W ith  the tru ly  great teacher there is tha t indefineab le  q u a lity  as though 
he had been endowed w ith  just a l i t t le  more o f everyth ing  o f l i fe :  energy,
compassion, humor, im ag in a tio n , pe rcep tion , h u m ility , pa tience, wisdom, 
taste and judgem ent, jo y  and sorrow . He is one whose con tinua l labor o f love 
transforms technique in to  in tu it io n  and spontane ity .
This deeper dimension plus know ledge and love and the w il l to serve an 
a rt in  company w ith  others would seem to  sum up the ideal to seek in the tra in ing  
o f the im provisation and c re a tive  dramatics leade r. It is an ideal that w il l keep 
him learn ing  in  the process o f doing and empower him to take in to  account the 
p a rtic u la r a b ilit ie s , interests, aspirations, lim ita tions  o f his players w h ile  a t the 
same time seeing beyond the handicapped, the de linquen t, the disturbed, the 
n a tu ra l, to the human being w ith  his deep urge to create and his ins tinc t to 
d ram atize, and his ca p a c ity  to do grow .
It is the idea l tha t w il l  make i t  possible fo r the teacher to guide w ith  
firm  kindness the more re a lis tic  channels, the awakened energies o f those who 
may not be wise enough or strong enough to assume the responsib ilities o f leader­
sh ip . And it  is the idea l tha t w il l  m otiva te  and enable us to d iscover and 
encourage and endure and en joy  and gu ide the rare in d iv id ua l who is tru ly  
c rea tive  and d ram atic .
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C H A P T E R  I V  
ASPECTS O F SPONTANEITY
There are several aspects o f spontaneity which should be understood 
before a program in  im provisation is a ttem pted. These general concepts w il l 
espec ia lly  be an a id  when the use o f spec ific  exercises are begun.
Games
V io la  S pel in  in her book. Improvisation fo r the Theater, says, "The
game is a natural group form p rovid ing  the involvem ent and personal freedom
necessary fo r e xp e rie n c in g ."  Gomes develop personal techniques and skills
necessary fo r the game its e lf, through p la y in g . S k ills  are developed at the
very moment a person is having a ll the fun and excitem ent p lay ing  a game has to
o ffe r— this is the tim e  he is tru ly  open to rece ive  them.
"The gome form is useful . . .  in learning scene im provisa tion, and i t
is equa lly  va luab le  in exposing newcomers to the theater experience, whether 
2
a du lt or c h i ld '. "  A ll the techniques and conventions o f the theater tha t the 
students w il l need and fin d  fo r themselves are given to them through p laying 
theater games,
S p o lin , p . 4 .
2
Ib id . ,  p . 5
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Playing a game is psycho log ica lly  d iffe re n t in  degree but 
not in  k ind  from dram atic a c tin g . The a b i l i ty  to create a s itua ­
tio n  im a g in a tive ly  and to p loy a ro le  in  i t  is a tremendous 
experience, a sort o f vacation  from one's everyday se lf and the 
rou tine  o f everyday l iv in g .  We observe tha t this psychological 
freedom creates a cond ition  in  which stra in and c o n flic t ore d is­
solved and p o te n tia litie s  are released in the spontaneous e ffo rt 
to meet the demands o f the s ituation
"A ny  gome worth p lay ing  is h ig h ly  social and has a problem that needs
so lv ing  w ith in  i t  —on o b jec tive  po in t in  which each ind iv id ua l must become 
4
in vo lved . There must be a group agreement on the rules o f the game and 
group in te rac tion  moving towards the o b je c tive  i f  the game is to be p layed.
Players grow a g ile  and a le r t,  ready and eager fo r any unusual p lay as 
they respond to the many random happenings sim ultaneously. "The personal 
capac ity  to invo lve  one's self in the problem o f the gome and the e ffo rt put forth  
to handle l ie  m u ltip le  s tim u li the game provokes determ ine the extent o f growth .
G row th w il l  occur w ithout d if f ic u lty  in the student because the very 
game he plays w il l a id  h im . The o b je c tive  upon w h ich  the p layer must cons­
ta n tly  focus and towards which every ac tion  must be d irec ted  provokes spontane­
i t y .  In this spon tane ity , personal freedom is released, and the to ta l person, 
phys ica lly , in te lle c tu a lly  and in tu it iv e ly , is awakened. This causes enough 
e xc ita tio n  fo r the student to transcend h im self— he is freed to  go out in to  the 
environm ent, to exp lo re , adventure, and face a ll dangers he meets una fra id .
^N eva  L . Boyd, P loy, A  Unique D is c ip lin e . (Chicago: H . T
Fitzsimons Company, 1948), p. 31.
^  O p- c if  • / Spol in ,  p . 5 .
^ Ib id o, p. 5 .
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The energy released to solve the problem , being restricted 
by the rules o f the game and bound by group decis ion , creates 
an exp los ion— or s p o n ta n e ity -a n d  as is the nature o f explosions, 
everyth ing  is torn opa rt, rearranged, unb locked. The ear alerts 
the fe e t, and the eye throws the ba ll
Every part o f the person functions toge ther os a working u n it,  one small 
o rganic whole w ith in  the la rge r organ ic whole o f the agreed environment which 
is the game structure .
W ith  no outside a u th o r ity  imposing its e lf upon the players, te l lin g  them 
what to do, when to do i t ,  and how to do i t ,  each p layer fre e ly  chooses s e lf-  
d is c ip lin e  by accep ting  the rules o f the gome and enters in to  the group decisions 
w ith  enthusiasm and trus t. W ith  no one to please or appease, the p layer can 
then focus fu l l  energy d ire c t ly  on the problem and learn what he has come to 
le a rn .
A pp rova l/D isapp rova l^
The firs t step towards p lay ing  is fe e lin g  personal freedom .
Before we can p lay  (e xp e rien ce ), we must be free to do so.
It is necessary to become part o f the world around us and make 
i t  real by touch ing  i t ,  seeing i t ,  fe e lin g  i t ,  tasting i t  and 
sm elling  i t — d ire c t con tac t w ith  the environm ent is what we 
seek. It must be inves tiga ted , questioned, accepted or 
re je c te d . The personal freedom to do so leads us to 
experienc ing  and thus to self-awareness (s e lf- id e n tity )  and
^ Ib id .,  p. 6 .
^A p p ro va l/D isa p p rova l is a term co ined by Spolin and used in this 
study to exp la in  the need o f students fo r acceptance or re jec tion  o f the ir 
actions by on established a u th o r ity . Such a need stifles freedom and 
c re a tiv ity .
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se lf-expression . The hunger fo r s e lf- id e n tity  and s e lf-  
expression, w h ile  basic to a ll o f us, is also necessary 
fo r thea te r expression .8
V ery  few  o f us are ab le  to  make th is d irec t contact w ith  re a lity .  Our
simplest move out in to  the environm ent is in terrup ted  by our need fo r favorable
comment o r in te rp re ta tion  by established a u th o r ity . We e ith e r fea r tha t we w ill 
not get app ro va l, o r we accept comment and in te rp re ta tion  unquestionably.
Having to look to others to te l l us where we a re , who we are, and 
what is happeneing results in  a serious loss o f personal expe rienc ing . We lost 
the a b i l i ty  to  be o rg a n ic a lly  invo lved  in a problem , and in a disconnected way, 
we fun c tio n  w ith  o n ly  parts o f  our to ta l selves. In the a ttem pt to liv e  through 
the eyes o f o thers, s e lf- id e n t ity  is obscured, our bodies become misshapened, 
natura l grace is gone, and lea rn ing  is a ffe c te d . Both the in d iv id ua l and the 
a rt form are d istorted  and dep rived , and ins igh t is lost to  u s .^
The language and a ttitudes o f au thorita rian ism  must be constantly 
scourged i f  the to ta l persona lity  is to emerge as a working u n it.  A ll words 
w h ich  shut doors, have em otional content o r im p lic a tio n , a tta ck in g  the student's 
persona lity , or keeping a student s lav ish ly  dependent on a teacher's judgment 
are to be avo ided . S ince most o f us were brought up by the approva l-d isapproval 
method, constant se lf-su rve illa n ce  is necessary on the port o f the leader to 
e rad ica te  i t  in  h im self so th a t i t  w i l l  not enter the teacher-student re la tio n sh ip .
^ Ib id . , p . 6 .
^M oreno, The Theatre o f S po n tan e ity . (N ew  Y ork : Beacon House), 
1947, p . 52 .
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The expectancy o f judgment prevents free relationships w ith in  the 
ac ting  workshops. Moreover^ the teacher cannot tru ly  judge good or bad fo r 
anotherf fo r  there is no abso lu te ly  righ t o r wrong way to solve a p rob lem .
A uthoritarian ism  i s more d if f ic u lt  to recognize in  approval than in 
d isapproval— p a rticu la rly  when a student begs fo r a p p ro va l. It gives him a 
sense o f him self, fo r a teacher's approval usually ind icates progress has been 
made, but i t  remains progress in  the teacher's terms, not his ow n’. In wishing 
to avo id  approving, therefore, we must be carefu l not to detach ourselves in 
such a way tha t the student feels los t, feels tha t he is learn ing noth ing .
True personal freedom and self-expression can flo w e r o n ly  in an 
atmosphere where attitudes perm it e q u a lity  between student and teacher and 
the dependencies o f teacher fo r student and student fo r teacher are e lim ina ted .
The problem -solv ing games and exercises discussed la te r w il l help 
c le a r the a ir  o f au thorita rian ism , and as the tra in ing  continues, i t  should 
disappear.
G roup Expression
A  hea lthy group re la tionsh ip  demands a number o f ind iv idua ls  working 
in terdependently to complete a g iven p ro jec t w ith  fu l l ind iv id ua l pa rtic ipa tion  
and personal co n trib u tio n . If  one person dominates, the o ther members have 
l i t t le  growth o r pleasure in the a c t iv ity ;  a true group re la tionsh ip  does not ex ist.
W ithout this in te rac tion  there is no p lace fo r the single a c to r, fo r
w ithou t group fu n c tio n in g , who would he p lay fo r, what materials would he
use, and what effects could  he produce? A student must learn that "how to
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a c t,  lik e  the game is in e x tr ic a b ly  bound up w ith  every other person in  the com­
p le x ity  o f the art"form  . "Im prov isa tiona l theater requires very  close group 
re lationships because i t  is from group agreement and group p lay ing  tha t m ateria l 
evolves fo r scenes and plays.
For the student f irs t entering  the thea ter experience, working close ly 
w ith  a group gives him a great security  on one hand becomes a threat on the 
o th e r. When w ork ing  w ith  a group, how ever, p lay ing  and experiencing things 
toge the r, the student in tegrates and finds him self w ith in  the whole a c t iv ity .
The d ifferences as w e ll as the s im ila ritie s  w ith in  the group are accepted.
The cue fo r the leader is b a s ica lly  sim ple: he must see tha t each
student is p a rtic ip a tin g  fre e ly  a t every moment. The challenge to the teacher 
o r leader is to a c tiva te  each student in the group w h ile  respecting each one's 
im m ediate ca p a c ity  fo r p a r t ic ip a t io n . The student cannot always do what the 
teacher th inks he should do, but as he progresses, his capacities w il l en large. 
The teacher must learn  to work w ith  the student where he is , and not where the 
teacher thinks he should be.
G roup p a rtic ip a tio n  and agreement remove a ll the imposed 
tensions and exhaustions o f the com petitiveness and open the 
way fo r harmony. A h ig h ly  com pe titive  atmosphere creates 
a r t i f ic ia l tensions, and when com petition  replaces p a rtic ip a tio n , 
com pulsive ac tion  is the re s u lt. Sharp com petition connotes to 
even the youngest the idea tha t he has to be bette r than someone 
e lse . When a p laye r fee ls th is , his energy is spent on this 
a lone ; he becomes anxious and d rive n , and his fe llo w  players 
become a th rea t to h im . Should com petition  be mistaken for 
a teach ing to o l,  the whole meaning o f p lay ing  and games is 
d is to rted . P laying a llow s a person to  respond w ith  his to ta l
^^S po lin , pp. 9 -1 0 .
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organism w ith  a to ta l environm ent. Imposed com petition  makes 
th is harmony impossible; fo r i t  destroys the basic nature o f p lay ­
ing  by occ lud ing  s e lf- id e n tity  and by separating p layer from 
p laye r.
When com petition  and comparisons run high w ith in  an a c t iv ity ,  there 
is an immediate e ffe c t on the student w h ich  is patent in  his behavior.
N a tura l com petition , on the o ther hand, is an organic part o f every 
group a c t iv ity  and gives both tension and release in such a way as to keep the 
p layer in ta c t w h ile  p la y ing . It is the grow ing excitem ent as each problem is 
solved and more cha lleng ing  ones appear. Fe llow  players are needed and 
welcom ed. It can become a process fo r greater penetration in to  the env iron ­
ment .
I f  we are to  keep p la y in g , then natural com petition must exist wherein 
each in d iv idua l strives to solve consecutive ly  more com plicated problems.
These con be solved then, not at the expense o f another person and not w ith  
the te rr ib le  personal em otional loss tha t comes w ith  compulsive behavior, but 
by working harmoniously together w ith  others to enhance the group e ffo rt or 
p ro je c t.
Therefore, in  d ive rting  competitiveness to group endeavor, remember­
ing  tha t process comes from end -resu lt, we free the student to trust the scheme 
and help him to solve the problems o f the a c t iv ity .  Both the g ifte d  student 
who would have success even under high tensions and the student who has l i t t le  
chance to succeed under pressure show a great crea tive  release and the a rtis tic  
standards w ith in  the workshop rise h igher when free , hea lthy energy moves
 ̂^ Ib id . , pp. 10-11.
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unfe tte red in to  the thea ter a c t iv ity .  Since the ac ting  problems are cumu­
la t iv e ,  a ll are deepened and enriched by each successive experience.
Audience
The ro le  o f the aud ience must become a concrete port o f theater 
tra in in g . Time and thought ore g iven to  the p lace o f the a c to r, set designer, 
d ire c to r, techn ic ians , house manager, but the large group w ithou t whom the ir 
e fforts would be fo r noth ing is ra re ly  g iven  the least cons idera tion . The 
audience is regarded e ithe r as a c lus te r o f "peeping toms" to be to lerated  by 
actors and directors o r os a many-headed monster s itt in g  in judgment.
The audience is an im portant member o f the th e a te r . W ithout on 
audience there is no thea te r. Every techn ique learned by the acto r is fo r the 
enjoyment o f the aud ience. They are the guests, the evaluators, and they 
make the performance m e a n in g fu l.
When there is understanding o f the ro le  o f the aud ience, complete 
release and freedom come to the p la ye r. Exhib ition ism  withers away when 
the student begins to  see members o f the audience not os judges or censors or 
even os de ligh ted  friends but as a group w ith  whom he is sharing an experience. 
When the audience is understood to be an o rgan ic  part o f the th e a te r experience, 
the student is im m ed ia te ly  g iven a host's sense o f respons ib ility  toward them 
w h ich  has in i t  no nervous tens ion . The fou rth  w a ll disappears and the lone ly  
lo o k e r- in  becomes port o f the gome, part o f the experience, and is welcom e.
^̂ Ibid., p. 12
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The problems o f present-day thea ter are o n ly  now being form ulated in to  ques­
tions . When our thea te r tra in in g  can enable the fu tu re  p layw righ ts , directors 
and actors to th in k  through the ro le  o f the audience as ind iv idua ls  and as a 
part o f the process ca lle d  thea te r, each one w ith  a rig h t to a thoughtfu l and 
personal experience, is i t  not possible tha t a whole new form o f theater 
presentation w il l  emerge?
P hysica liza tion
The term "p h y s ic a liz a tio n " os used here describes the means by which 
m ateria l is presented to the student o r a phys ica l, non-verba l leve l as opposed 
to  an in te lle c tu a l or psycho log ica l approach. P hys ica liza tion  provides the 
student w ith  a personal concrete experience on which his fu rthe r development 
depends; and i t  gives the teacher and student a working vocabu lary necessary 
to on o b je c tive  re la tion sh ip .
"The firs t concern w ith  students is to  encourage freedom o f physical 
expression, because the physical and sensory re la tionsh ip  w ith  the a rt form 
opens the door fo r in s ig h t. Why this is so is hard to say, but be certa in  that 
i t  is so. It keeps the ac to r in  an e vo lv in g  w orld  o f d irec t pe rcep tio n --on
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open se lf in  re la tio n  to the w orld  around h im ."
R ea lity  as fa r as we know  can o n ly  be physica l, in  tha t i t  is received 
and communicated through the sensory e qu ipm en t. The physical is the known, 
and through i t  we may f in d  our way to the unknovm, the in tu it iv e  and perhaps 
beyond to man's s p ir it its e lf .
^ ^ Ib id . , p . 15 23
A p layer can dissect, a na lyze , in te lle c tu a liz e , or develop a va luab le  
case h istory fo r his p o rt, but i f  he is unable to assim ilate i t  and communicate i t  
p hys ica lly , i t  is useless to the theater form .
When a p layer learns he can communicate d ire c tly  to the audience 
on ly  through the physical language o f the stage, i t  a lerts his whole organism .
He lends him self to the scheme and lets this physical expression carry him wher­
ever i t  w i l l . It is his creating  this re a lity  out o f noth ing that makes i t  possible 
fo r him to take his firs t step in to  the beyond. For the formal theater where 
sets and props ore used, dungeon walls are but painted canvas and treasurer 
chests empty boxes. Here, too , the p laye r can create the theater re a lity  o n ly  
by  making i t  physical . W hether w ith  prop, costume or strong em otion, the 
ac to r con o n ly  show us .
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C H A P T E R  V
WORKSHOP PROCEDURES
By fo llo w in g  a plan or a system of work enough data and experience 
cou ld  be gathered to emerge w ith  a new understanding o f im provisa tion. It is 
the goal of this study to present the m ateria l that was gathered and observed in 
such a way that a simple procedure evolves w ith  one exercise or acting  problem 
leading in to  another and each exercise bu ild ing  from the previous exercise. A 
system o f work becomes apparent w ith  the use of the m ateria l but in a study o f 
im provisation there should be freedom or these aims w il l be defeated. The 
problem is to fin d  a planned way o f ac tion  w h ile  try ing  to fin d  a free way.
The answer became c lea r a fte r a few  workshop sessions. The a rt form 
demands shaping and regu la ting  o f the work a ll the tim e . What was happening 
a t the moment became im portan t. Whenever there was a workshop session, that 
was the moment o f process. By m eeting and acting  upon t|jp  changing, moving 
present im provisation is born. The end results appear by acc iden t out o f the 
core o f what is being a llow ed  to happen. It was out o f w illingness to under­
stand organic process tha t the work became a l iv e .
The m ateria l and substance of scene im provisation are not the 
work of any one person or any one w rite r but come out o f the 
cohesion o f p lay ac ting  upon p laye r. The q u a lity , range, v ita l i t y  
and l ife  o f this m ateria l is in  d irec t reaction to the process the
in d iv idua l student is going through and what he is a c tu a lly  expe ri­
encing in spon tane ity , organic growth and in tu itiv e  response.
^Spoli n, V io la  . Improvisation fo r the Thea te r. (Evanston, Illin o is : 
Northwestern U n ive rs ity  Press, 1963), p. 19.
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This chapter is to c la r ify  workshop procedures which are im portant as 
the large general framework from which the im provisation exercise evolves.
Problem S olving
The prob lem -so lv ing  technique used in the workshop gives mutual 
o b je c tiv e  focus to  teacher and student. In its simplest terms i t  is g iv ing  
problems to  solve problems. It  does away w ith  the need fo r the teacher or 
leader to a n a ly z e , in te lle c tu a liz e  o r dissect a student's work on a personal 
basis. The p rob lem -so lv ing  technique e lim inates having to go through the 
teacher or the teacher having to go through the student to le a rn . It gives 
both of them d ire c t con tac t w ith  the m a te ria l, thereby develop ing re la tio n ­
ships ra ther than dependencies between them . It makes experiencing possible 
and smoothes the way fo r people o f unequal background to work together.
"When one has to go through another to learn something, 
his lea rn ing  is co lo red  both by his and the teacher's subjective 
needs,often crea ting  persona lity  d if f ic u lt ie s  and the whole 
experience is a lte red  in  such a way tha t d ire c t experiencing 
is not possible
Problem -so lv in g  generates great excitem ent by constantly provoking 
the question o f procedures a t the moment o f cris is , and in this way keeping a ll 
p a rtic ip a tin g  members open fo r e xpe rienc ing .
Since there is no r ig h t or wrong way to solve a problem , continuous 
work and the so lv ing  o f these problems opens everyone to his own source and 
pow er. How a student solves a problem is personal to h im , as in a game, he 
can run, shout, c lim b  or turn somersaults as long as he stays w ith  the problem .
^ Ib id . ,  p. 20 .
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A ll d istortions o f character and personality s low ly  fade away, fo r true s e lf-  
id e n tity  is fo r more e xc itin g  than the falseness o f w ithd raw a l, e g o ce n tric ity , 
exh ib ition ism  and need fo r socia l approva l.
That includes the teacher and group leader as w e l l . He must constantly 
be a le rted  to bring in fresh ac ting  problems to solve any d if f ic u lt ie s  tha t may 
come up. He becomes the d iagnostic ian , developing his personal s k il l ,  f irs t, 
in  find ing  what the student needs or is la ck ing  fo r his work and, second, f in d ­
ing the exact problem that w il l work fo r the student.
Problems to  solve problems, vo ice  p ro je c tio n , cha rac te riza tion , 
stage business, develop ing m ateria l for scene im p ro v isa tio n --o ll ore manage­
able through this way o f w o rk ing . Dogmatism is avoided by not g iv ing  
lectures on a c ting ; language is used fo r the purpose o f c la r if ic a t io n  of the 
problem . This can be considered a non-verbal system o f teaching insofar as 
the student gathershis ovm data w ith in  a firs t-h a nd  experience. This mutual 
invo lvem ent w ith  the problem instead o f each other frees the a ir  o f personalities, 
judgment values, recrim inations and faw n ing , and is replaced by trust and 
relationships making a rtis tic  detachment a strong p ro b a b ility .
This is the challenge fo r a ll members o f the workshop. Each from his 
own po in t o f v ie w  m utua lly  focused on the problem at hand. In time the last 
vestiges of authoritarian ism  leave as a ll work to solve the problems o f the 
thea te r. When the least experienced students are to ld  they w il l never be 
asked a question they cannot answer or g iven a problem they cannot so lve, 
they con w e ll be lieve  i t .
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The Point o f Concentration
C oncentra tion  is the most important problem to be solved in  im provisa­
t io n . During the workshop sessions the phrase "p o in t o f concen tra tion " was 
borrowed from Spolin 's book and used as part o f the experim ent. The po in t of 
concentration is the foca l po in t fo r the system o f exercises discussed la te r.
The po in t o f concentration releases group power and ind iv idua l 
genius. It  frees everyone to enter in to  on e xc itin g  crea tive  adventure, making 
theater meaningful to a l l .
The po in t o f concentration  is the ba ll w ith  which to p4oy the game. 
W h ile  its uses may be m an ifo ld , the four fo llo w in g  points o u tlin e d  by Spolin help  
c la r ify  i t  fo r use in workshops.
1) It helps to isolatesegmerts o f complex and overlapp ing  theater 
techniques (necessary to performance) <so as to explore them 
th o ro u g h ly .
2) It gives the co n tro l, the a rtis tic  d isc ip line  in  im provisation 
where otherw ise unchanneled c re a tiv ity  m ight become a destruc­
t iv e  rather than a s ta b iliz in g  fo rce .
3) It provides the student w ith  a focus on a changing moving 
single p o in t w ith in  the ac ting  problem , and th is develops his 
ca p a c ity  fo r invo lvem ent w ith  the problem and re la tionsh ip  
w ith  his fe llo w  players in  so lving i t .  Both are necessary to 
scene im prov isa tion . It acts as a ca ta lys t between p layer and 
between p layer and problem .
4) This singleness o f focus on a moving po in t used in  so lv ing 
the probem frees the student fo r spontaneous action  and provides 
the ve h ic le  fo r an o rgan ic rather than a cerebral experience .
It makes perce iv ing  ra ther than preconception possible and acts 
as a springboard in to  the in tu it iv e
^ Ib id . ,  p. 22.
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To exp la in  P o in t One above more fu l ly ,  presenting m aterial in a seg­
mented way frees a p layer for ac tion  a t every stage o f his developm ent. It 
sorts theater experience in to  such m inute bits o f itse lf tha t each de ta il is 
eas ily  recogn izab le  and does not overwhelm or frigh ten  anyone aw ay. This 
focusing o f a de ta il in  the o v e r-a ll com p lex ity  o f the art form , as in a game, 
gives everyone something to do on stage, creates p lay ing  by to ta lly  absorbing 
the players and shutting o ff fear o f d isapprova l. O u t o f this'som ething to do 
a c ting  technique arrives.
W ith  each ac ting  problem in tr in s ic a lly  in te rre la ted  to another, the 
teacher keeps tw o , three and sometimes more guidepoints in mind sim ultaneously. 
M any stage techniques may never be brought up os separate exercises but w il l 
develop along w ith  the others. Thus rendering o f characte r, fo r exam ple, 
grows stronger w ith  each exerc ise, even though the main focus is on something 
e lse . That avoids cerebral a c t iv ity  around on a c tin g  problem and makes i t  
o rganic .
The po in t o f concentration  mentioned in  Point Two above acts as an 
add itiona l boundary w ith in  which the p layer must work and w ith in  which 
constant crises must be m et. The contro l in the focus provides the theme and 
unblocks the student to ac t upon each crisis as i t  a rrives. As the student need 
work on ly  on his po in t o f concen tra tion , i t  permits him to d ire c t his fu l l  sensory 
equipment on a s ing le  problem so he is not befuddled w ith  more than one th ing  
a t a tim e w h ile  a c tu a lly  he is doing many. O ccup ied  w ith  the po in t o f con­
cen tra tion , the student" mov^es unhes ita ting ly  to anyth ing tha t presents its e lf.
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He is caught unaware and functions w ithout fear or resistance. Because each 
problem is so lvable and is also a focus outside the student which he can see and 
grasp, each successive po in t o f concentrpation acts as a s ta b iliz in g  force and 
soon frees everyone to trust the scheme and le t go, g iv ing  themselves over to 
the a rt fo rm .
To c la r ify  the th ird  po in t tha t Spolin makes, i t  should be understood 
that a ll p layers, w h ile  in d iv id u a lly  working on the po in t o f concentra tion , 
must a t the same tim e p lay together to solve the problem, ac ting  upon the 
po in t o f concentra tion  and in te rre la tin g . This to ta l ind iv id ua l involvem ent 
w ith  the ob jec t makes re la tionsh ip  w ith  others possible. W ithout this ob jec t 
invo lvem ent, i t  would be necessary to become invo lved  w ith  one's se lf or one 
ano ther. Invo lv ing  ourselves in the po in t o f concentration  absorbs our sub­
je c tive  needs and frees us fo r re la tionsh ip .
To exp la in  fu rthe r the fou rth  po in t tha t Spolin is m aking, the point 
o f concentration  is the m agical focus tha t preoccupies and blanks the m ind, 
breaking through the walls tha t keep us from the unknown, ourselves and each 
o th e r. W ith  singleness o f focus, everyone is in ten t on observing the solving 
o f the p rob lem .
This com bination o f ind iv idua ls  m utua lly  focusing and m utua lly  
invo lved  creates a true re la tionsh ip , a sharing o f fresh experience. Ind iv idua l 
energy is released, trust is generated, insp ira tion  and c re a tiv ity  appear as a ll 
the players p lay the game and solve the problem toge ther.
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U n fo rtu n a te ly , understanding the po in t o f concentration and le ttin g  i t  
work fo r us is not always the same th in g . It takes time and p ractice  fo r con­
cen tra tion  to become a part o f ourselves and our w ork. Many people, w h ile  
ou tw a rd ly  adm itting  the value o f po in t o f concen tra tion , w il l continue to 
resist i t  in  many ways, such as refusal to accept group responsib ilities, c lo w n ­
in g , p lo y w rit in g , jokes, immature e va lu a tio n , lack  o f spontaneity and in te r­
p re ta tion  o f everyone else's work to meet a personal frame o f re ference.
A  person w ith  high resistance w il l  try  to m anipulate those 
around him to work fo r him and his ideas alone rather than 
ente ring  in to  the group agreem ent. It o ften shows itse lf in 
resentment o f what is considered a lim ita tio n  imposed by the 
teacher or sometimes in re fe rring  to the game exercise as 
"k id  s tu ff. " Exhib ition ism  and e go ce n tric ity  continue as the 
student a d - lib s , "a c ts ,"  plays "ch a ra c te rs ," and "emotes" 
ra ther than in vo lv in g  h im self in  the problem at h an d .^
The student who refuses to accep t the po in t o f concentration w il l be a
constant d isc ip lin e  problem and w il l  never be able to improvise because
im provis ing requires openness to  con tac t w ith  the environm ent and each other
and w illingness to  p la y .
Sometimes resistance is hidden to the student h im self and 
shows its e lf  in a great deal o f v e rb a liza tio n , e ru d itio n , argu­
m ent, and questioning as to "how  to do i t "  w ith in  the work­
shops. W ith  sk ille d  and c leve r players th is is o ften  d if f ic u lt  
to p inpo in t and uncover. Lack o f d isc ip lin e  and resistance to 
the po in t o f concentra tion  go hand in hand, fo r d isc ip line  con 
o n ly  grow out o f to ta l invo lvem ent w ith  the even t, o b je c t, or 
p ro jec t
^ Ib id . ,  p . 125.
^ Ib id . ,  p . 25
Evaluation
Evaluation takes p lace a fte r each team has fin ished working on an 
ac ting  problem . Spolin says^ " I t  is the tim e to establish o b jec tive  vocabu la ry, 
and d ire c tio n  com m unication made possible through non-judgm ental a ttitudes, 
group assistance in so lv ing  a problem and c la r if ic a t io n  o f the point o f concen­
tra t io n . Both the leader and the students enter in to  the eva luation  and the 
group help  in  so lv ing  the problem removes the burden o f a nx ie ty  and g u ilt  
from the p la ye r.
Fear o f judgments s low ly  leave the players as good/bad, 
r ig h t/w ro n g  reveal themselves to be the very chains that 
b ind  us, and they soon disappear from everyone's vocabulary 
and th in k in g . In th is loss o f fea r resfe release; in this release 
rests the abandonment o f re s tr ic tive  se lf-con tro ls  by the student.
As he abandons these and lends him self w il l in g ly  to a new 
expe rience , he trusts the scheme and takes a fu rthe r step in to  
the env ironm en t.^
As the student's trust grows he w il l  more easily  be ab le  to accept 
e va lu a tio n . When he is the aud ience , he evaluates fo r his fe llo w  actors; 
when he is the a c to r, he listens to and a llow s the student audience to evaluate 
fo r h im .
The leader must also eva luate  o b je c t iv e ly .  This can best be done by 
asking questions: D id  they solve the problem ? D id  they communicate or
in te rp re t?  D id  they show or te l l ? D id  they ac t or re a c t?  D id  he keep 
his po in t o f concen tra tion?  These sorts o f questions w il l le t the student know 
when he has got away from the problem and not l im it  the eva luation  to  a 
personal p re jud ice  o f the tea ch e r. If the student is to hove a greater
^ Ib id . ,  p . 2 5 , 26 
^ Ib id . ,  p . 26
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understanding o f his stage w ork, i t  is most essential tha t the leader does not make 
the eva luation  him self bu t, ra the r, asks the questions which a ll answer. It is also 
essential tha t the students who are eva lua ting  understand the problem and the po in t 
o f concentra tion .
The student audience is not to sit by and be ente rta ined , nor 
are they to protect or a tta ck  the p layers. If they are to help one 
ano ther, eva luation  must be on what was a c tu a lly  communicated, 
not what was f i l le d  in and not any personal in te rp re ta tion  o f how 
something should be done. This furthers the whole point of pro­
cess as w e ll,  fo r i t  keeps the audience busy w atching not a play 
o r story but the so lving o f a problem . As the student audience 
come to understand the ir ro le , the communication lines from 
audience to ac to r as w e ll as from acto r to audience are strengthened.
Those in  the audience change from passive observers to ac tive  par­
tic ipan ts  in  the problem.®
W ith  the re a liza tio n  o f audience responsib ility  there is organic grov/th o f 
the student. When a scene does evo lve , i t  is added pleasure fo r a l l .
The most d if f ic u l t  problem is to get the student audience not to in terpret 
what they see on stage but instead accept i t  as a d irec t com m unication from the acto r. 
A  p layer on stage e ithe r communicates or does no t. The s im p lic ity  in rece iv ing  the 
com m unication is what confounds most students. I f  the p layer is to ld  he d id not 
make a d ire c t com m unication, the next time on stage he w il l try  that much harder.
Side Coaching
Side coaching is a term used to denote instructions g iven by the leader to 
help guide the student as the leader observes from the audience what is happening 
w ith in  the scene. Side coaching is useful in hold ing the student to the point o f
® ibid.
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conce n tra tio n . This method gives the student s e lf- id e n tity  w ith in  the a c t iv ity  
and keeps him fun c tio n ing  a t a fresh moment o f experience and i t  also gives the 
teacher his p lace and makes him a part o f the group as w e l l .
The stage re a lity  is kept a liv e  fo r the student through side coach ing . It 
is the vo ice  o f the d ire c to r seeing the needs o f the ove ra ll presentation and a t the 
same time seeing the needs o f the in d iv id u a l ac to r w ith in  the group.
Side coaching reaches the to ta l organism^ fo r it  arises spontaneously out 
o f what is happeneing on stage and is g iven  a t the tim e a p layer is in  a c tio n .
A  sim ple, d irec t c a llin g  out seemed to work best. "Share the stage 
p ic tu r e ! "  " I f  you break, use i t , "  "See the buttons on his c o a t."  "Share your 
vo ice  w ith  the a u d ie n c e ." Such comments help the student more than hours o f 
lec tu re  because they are g iven as a part o f the process, and the student e ffo rtless ly  
moves out o f a huddled pos ition , sees his fe llo w  a c to r, increases the volume o f his 
v o ic e . The vo ice  o f the teacher reaches the student's to ta l se lf and he moves 
a cco rd in g ly . It keeps him aware o f the group and him self w ith in  the group.
G roup Size and S e lection  o f Teams
A ll the exercises are done w ith  teams chosen at random. Students must 
learn to re la te  w ith  everyone and anyone. Dependencies in the smallest ways o f 
one person upon another must be observed and b roken ,
C ounting  o f f  is a simple device  to  use when d iv id in g  up for teams. If the 
teams fa l l  in to  the same groupings too o fte n , then a lte r the method o f se lec tion , so 
tha t the students are never q u ite  ce rta in  where to s it to fa l l  in w ith  the ir friends.
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This method works bette r than having two team leaders p ick  the rest o f the ir 
team because i t  does not leave the slower students the last ones to be chosen.
There is no ideal size fo r a group, "fifte e n  to tw enty people has 
been found a convenient number, g iv in g  opportun ity  fo r adequate ind iv idua l 
knowledge and su ffic ie n t experience w ith  larger number. " A t times i t  is 
best to d iv ide  the group into halves so tha t part o f the group is im provising 
and the other ha lf is the aud ience . Sometimes the exercise w il l  ca ll fo r 
in d iv id u a ls , pairs, threes or small groups o f f iv e  or s ix . During the workshop 
i t  was found tha t group work in threes is p a rtic u la r ly  conven ien t, since in 
threes the responsib ility  is not resting so obviously on one person and yet 
there is encouragement derived from being in the group. Work in pairs has 
d e fin ite  advantages fo r some kinds o f w ork, but i t  is a disadvantage a t other 
tim es, w h ile  work in  fours tends to d iv ide  itse lf in to  two pairs.
Presentation o f the problem
The problem to be solved should be presented as q u ic k ly  and simply
as possible. If explanations are necessary, a long and deta iled  description is
not advised. It is be tte r to emphasize the po in t of concen tra tion . It  also
worked better i f  the students did not com plete ly  understand the problem to le t
them work i t  out fo r themselves ra ther than show them what you wanted. The
teacher should not be concerned i f  a ll the students do not seem to understand
the problem im m ed ia te ly . The exercises done before w il l usually le t the
students know what they are try in g  to accom plish. If there is s t i l l  confusion 
the eva luation  w il l o ffe r c la r if ic a t io n .
^ Q p .c i t . . Hodgson & Richards, p . 33.
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Do not te ll the students why a problem is g iven to them . A ve r­
ba lized  predeterm ination places the student in a defensive pos ition , or he w il l 
try  (make i t  his po in t o f concentra tion) to g ive  the teacher what he wants 
rather than w orking on the p rob lem .
Preparation fo r the A c tin g  Problem
The students moke th e ir own decisions and set the ir own re a lity  
around the problems g iven them.
O nce the leader has in troduced the ac ting  problem, he retires and 
becomes part o f the group. From this position he may side coach or i f  there 
is more than one group he may move from group to group g iv ing  advice  and 
c la r if ic a t io n  o f the problem .
The simple group agreement o f the f irs t exercises w il l open the way 
to fa r more com plicated situations in  la te r exercises. If the groundwork is 
ca re fu lly  la id ,  agreement on la te r problems --such  as p lace , character, and 
problem — w il l  come more easily  w ith  each successive exercise.
As soon as the problem is g iven , the students should im m ediate ly start 
to im provise. If discussion or preplanning is a llow ed  then spontaneity is des­
troyed . O nce the students are a llow ed  to decide what w il l happen they no 
longer improvise but fo llo w  the o u tlin e  fo r a scene.
T im ing
An a c ting  problem must be ended when the a c tion  has stopped and 
the players are s im ply a d - lib b in g , making jokes or p loy w r it in g . This is the
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result o f not working on the problem or not working w ith  one another. Side 
coach ing , "O ne m in u te !"  w il l  le t students know they must fin ish  th e ir scene 
and w il l usually increase concen tra tion , bring ing a qu icke r so lu tion to the 
problem . When this does not happen, i t  may be necessary to c o ll,  "H a lf-  
m in u te !"  and sometimes i t  w il l be necessary to stop the im provisation 
im m ed ia te ly . C a llin g  "O ne m in u te !"  develops an in tu it iv e  sense o f pace 
and tim ing in p layers .
T im ing is perce iv ing  (sensing) ; it  is an organic response 
which cannot be taught by le c tu re . It is the a b i l ity  to handle 
the m u ltip le  stim ulae occuring  w ith in  a se tting . It is the host 
a ttuned to  the in d iv id ua l needs o f his many guests. It is the 
cook pu tting  a dash o f this and a f l ic k  o f tha t in to a stew . It 
is the ch ild ren  p lay ing  a game, a le rted  to each other and to the 
environm ent around them . It is to know o b jec tive  re a lity  and 
to be free to respond to it.^*^
A t a ll times an im provisation should be stopped os soon as the problem 
is solved and eva lua tion  a llo w e d . Improvisation may be a llow ed to go on 
on ly  a fte r the problem is solved i f  the leader can te ll tha t fu rther and deeper 
understanding o f the problem w il l  develop i f  the ac tion  is a llow ed to continue.
An hou r-long  d a ily  session was used for the workshop and is the time 
suggested by S po lin . W ith in  an hour, warm-up exercises can be g iven, 
exercises on a certa in  problem may be explored and improvisations attempted 
wh ich  employ what was learned during the exercises. A t times the students 
so enjoyed what they were doing tha t they were a llow ed  to improvise longer 
than the hour-long  period . If the leader knows tha t advancement is being
1 0
O p . c i t . ,  S po lin , p . 34.
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made and several problems are being overcome i t  is sometimes better to con­
tinue longer than the one-hour session, rather than try  to re-establish what 
was learned during the next session.
A d a ily  session is desireable but i f  conditions do not perm it, a meet­
ing  every o ther day o r even once a week would be successful i f  the leader is 
carefu l in  his se lection  of warm -up exercises and uses those which most 
q u ic k ly  sharpen concen tra tion .
Time spent on each part of the work w il l va ry  from week to 
w eek. Sometimes p re lim ina ry  work may invo lve  more emphasis 
than the others. In la te r sessions there may be occasions when 
the whole tim e w ould be used in preparing a united  e ffo rt.
Leaders w il l  try  to ensure tha t each meeting o f the group 
develops its own rhythms o f strenuous a c t iv ity  and qu ie te r 
periods and a good leader w il l conta in  some periods o f tota l 
re la x a tio n .  ̂^
The ove ra ll period fo r the labora tory workshop fo r this study was 33 
sessions. During this time the students were pushed ra p id ly  to cover as much 
im provisation m ateria l as possible. During this short tim e concentration was 
developed and the sense o f a group working together was established. This 
workshop period was an experim ent. A  regular workshop in im provisation 
should be a llow ed  a much longer time to deve lop . Spolin suggests a period 
lasting for 130 sessions. Hodgson and Richards suggest a course lasting from 
three months to a year. The length o f time the leader decides to use the 
workshop depends on what he wants to accom plish. His goal w il l determine 
the length o f the workshop. It should be understood that a workshop in 
im provisation could  easily be sectioned for a quarter or semester study or 
fo r a fu ll year.
 ̂^ O p .c i t . , Hodgson and Richards, p . 35. 
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The aim should be fo v ie w  the work over a de fin ite  period . 
The length o f the period w il l  depend upon cond itions, but should 
be long enough fo r a c lea r development to take p lace . There 
is a need fo r a c lea r conception o f aims, both long term and 
im m ediate, but, o f course, we have to be prepared to ( j^ d ify  
the plan in the lig h t o f session b y  session expe rie n ce .
Labels
The im provisation workshop is concerned w ith  re lationships, not
in fo rm a tion . This requires the leader to avo id  using labels and techn ica l
terms such as "b lo c k in g " or "p ro je c t io n ."  Instead, phrases such as "share
the stage p ic tu re " or "share your v o ice " should be used. The avo id ing  o f
labels w il l a llo w  the student to share in  his own unique w ay. If  a label is
imposed before the statement is o rg a n ic a lly  understood it  w il l prevent d irec t
expe rienc ing . For exam ple, o n ly  when "share your v o ic e " is understood by
the ac to r o rg a n ica lly  and dynam ica lly  a fte r months o f use as his responsib ility
to his aud ience, should the term "p ro je c tio n " be in troduced to  h im . A
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labe l is s ta tic  and prevents process.
In some cases, students w il l be in  a workshop who have had previous 
theater experience and w il l  n a tu ra lly  use conventional theater terms. These 
terms w il l g radually disappear as the leader establishes the general vocabulary 
to be used throughout the t ra in in g . Because the workshop in im provisation 
is based on se lf-d iscove ry , the u ndes ireab ility  o f labels should be c lea r to 
the leader from the beg in n ing .
^ ^ Ib id . , pp . 32, 33.
^ ^ O p .c i t . ,  S po lin , p . 39.
~  ~  49
Beginning and D eveloping Im provisation
There is no set form ula fo r approaching im prov isa tion . There ore many d if ­
fe ren t approaches, app lica tions and points o f emphasis, and because i t  can 
be used v /ith  people o f a ll ages and people o f d iffe rin g  backgrounds, i t  is 
v ita l fo r the leader to regard the firs t session as an opportun ity  to tune in to 
the group. From this he can gain some idea o f the needs, the rate of 
developm ent and the k ind  o f m ateria l which is most l ik e ly  to prove p ro fita b le .
G ive n  a group, a l l tha t is essential is space. The size o f the space 
w ill depend on the group and the exten t o f the a c t iv ity  the leader has planned 
fo r them . If a thea ter can be used i t  is a ll the be tte r fo r the student.
. . . whenever possible workshop sessions should be held in 
a w e ll-eq u ipp e d  thea te r. W h ile  "w e ll-e q u ip p e d " does not 
mean an e laborate stage, the workshop area should have a t 
least one lig h tin g  dimmer and a simple sound system. If such 
a physical set-up is p rov ided , then students are g iven fu ll 
o ppo rtun ity  to deve lop sk ills  w h ich  add up to the to ta l theater 
experience : a c tin g , deve lop ing  scene m a te ria l, and creating  
tech n ica l e ffe c ts . . . . The elements needed to achieve 
these effects should be re a d ily  a v a ila b le  to your students as 
they prepare s itua tions . Large wooden set blocks are extrem ely 
use fu l, since they can be q u ic k ly  transformed in to  counters, 
thrones, a lta rs , sofas, or w hatever ca lled  fo r . A costume 
rock w ith  s p e c ia lly  se lected costume ports should be close at 
hand, loaded w ith  hats o f a ll types.
Learning to use sets, costumes and ligh ts w ith  no more time fo r p lan ­
ning than the actors have fo r s truc tu ring  th e ir  scenes is sim ply a way o f s t ir ­
r in g  up ac tion  in  another area o f the thea te r— another road to the in tu it iv e .  
H ow ever, i t  was found during the workshop that the add ition  o f lig h tin g
^ ^ Ib id . , pp . 31, 32,
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and costumes worked better fo r more advanced students. Such additions 
tend to confuse and disrupt concentra tion  in  the beginn ing sessions.
Where to Begin
When th ink ing  about the ea rly  im provisation sessions^ the leader 
has to bear in mind the need to overcome self-consciousness in the groups 
so that he w il l  need to  go fo r ideas which w il l rea d ily  lead to absorption.
It helps to start w ith  something which is fa m ilia r  to the g roup .
The leader needs to go to the firs t meeting prepared to be f le x ib le  
in  his approach, w ith  m ateria l tha t offers ample v a r ie ty . If the group is 
obviously phys ica lly  self-conscious when they firs t meet each other and the 
leader, a beginning might be made w ith  everyone s itt in g  down. When 
people seem v o c a lly  se lf-conscious, they m ight respond bette r to s ilen t 
im provisation from w h ich  words, phrases and sentences can g radua lly  be 
b u i l t .
Sources o f M a teria l
The m ateria l fo r im provisation con come from many sources. For 
the firs t sessions the leader should have a d e fin ite  idea o f what d irection  
the workshop w il l  take and the m ateria l he uses during these opening 
sessions should be well p lanned. Much o f the m ateria l can be made up by 
the leader once he sees the type o f exercises necessary fo r the development 
o f the students. Suggestions can also be o ffe red by the students, especia lly
1 5 .O p . c i t . ,  Hodgson & Richards, p . 32.
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when they are audience members» An im provisation can be devised around 
any th ing . "Because drama is dea ling  w ith  l iv in g , there is , in  fa c t, no 
aspect o f man's experience which does not have the poss ib ility  o f exp lora tion  
in im p ro v isa tio n ."^^  Several texts on a c ting  conta in  exercises which can 
be used for m ateria l fo r im provisa tion. Some o f the newer books have 
sections on im provisation w ith  sample exercises. Few books have been 
w ritte n  s p e c ific a lly  about im prov isa tion . Many of the games and recreation 
books have exercises in vo lv in g  im prov isa tion . A ll can be used by the 
leader i f  he needs more m ateria l than he a lone can c rea te . See Annotated 
B ib liogrdp ly  fo r a lis tin g  o f sources fo r possible im provisationa l m a te r ia l.
The main task o f the leader is to look around and decide upon a 
theme or set o f themes. Each session, depending on its leng th , can take 
one or more threads o f experience which can be explored in  a va rie ty  o f 
ways: through movement, sound, speech, o r a com bination o f any or a ll
o f these. These may be worked on as an end in themselves or as a prepara­
tio n  for b u ild in g  a more com plex scene. Towards the end o f the session 
this sense o f achievem ent can be a ided by the drawing together o f these 
strands in some u n ifie d  im prov isa tion .
Arrangement o f M a te ria l in  Workshop Sessions
The arrangement o f each session can have v a rie ty  because o f the 
v a rie ty  o f materials and approach. There a re , however, ce rta in  elements
^^Ib id . ,  p .  33.
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which each session needs to embody. Unless this work flows n a tu ra lly  out 
o f other a c t iv ity  o f a s im ila r k in d , i t  w il l  be im portant to recognize tha t some 
preparation or in troduction  is necessary i f  people are to respond easily  and get 
the most out o f what is being done. The firs t part should be designed to help 
free the body, the mind and the im ag ina tion , so tha t a c tiv it ie s  would include 
the loosening up o f each o f these aspects o f the person. Sometimes the use 
o f percussion or recorded music may be found to stim ulate the w o rk .
The in troductory  work should lead n a tu ra lly  in to  the improvisations 
planned fo r the rest o f the session. The main section o f any pa rticu la r session 
may be b u ilt  around the spec ific  aim and can invo lve  a v a rie ty  o f approaches 
to the aspect o f the work being emphasized.
i t  is he lp fu l i f  the last part o f each im provisation period can 
gather together the main aspects which have been exp lored . U sua lly , this 
w il l  mean b u ild ing  a scene, e ithe r in small groups or the various groups 
coming together in one main im prov isa tion . A dequate tim e would have to 
be a llow ed not o n ly  fo r the preparation and development o f this scene but 
also for the fin a l p lay ing  through, g iv in g  expression to a cu lm ina tion  and 
assessment o f the ove ra ll experience .
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C O N C L U S  I O N
It is necessary fo r a person planning to conduct a class in im prov i­
sation to  have an understanding o f the a rt fo rm . To have an understanding 
o f im provisation requires knowledge of the aspects^ aims*, and values o f 
the a rt. It is also necessary tha t he be fa m ilia r  w ith  a tr ie d  procedure 
before he attempts to lead or teach an im provisation class.
O nce a person planning to lead an im provisation class becomes 
fa m ilia r  w ith  what the art can o ffe r and what the techniques o f im provisation 
can o ffe r a student he is bette r prepared to conduct a class in  im prov isa tion .
The p re lim ina ry study o f im provisation set down in  the preceding 
chapters should help prepare a person who wonts to lead such a class on 
the co llege  le v e l.
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A P P E N D I X  A
O R IEN TATIO N
O rie n ta tio n  must be g iven to each student. The firs t exercise in exposure 
and the subsequent exercises o f invo lvem ent provide the foundations upon which a ll 
fo llo w in g  problems are la id .
Appendix A contains an o u tline  fo r four o rien ta tion  sessions. It should 
be noted that the m ateria l may be covered in few er sessions or may require add itiona l 
sessions, depending upon the size o f the group and the response. The leader should 
take time in covering  the m ateria l, no matter how many sessions i t  en ta ils .
O rie n ta tio n  should not be thought o f as a mere in troducto ry  process. It 
is , instead, the firs t step in c rea ting  re a lity  set before the student#
First O rien ta tion  S ession
If the fo llo w in g  o u tlin e  is understood when going through this study, 
there should be no troub le  fo r a leader to  app ly  the exercises to a workshop session. 
The exercises are described as though being w ritten  fo r a workshop leader. Below 
are the components o f each exerc ise. N o t a ll points w il l be expla ined fo r each 
exercise because they w il l be e ithe r obvious or do not a p p ly .
1. in troduction  to the exerc ise .
2 . Point of concen tra tion .
3. Side coach ing .
4 . Exam ple.
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5 . Evaluation o f exercise as app lied  to this workshop.
6 . Points o f observation .
Exposure
D iv ide  the group in h a lf.  Send o n e -h a lf to stand in a single lin e  across 
the stage, w h ile  the other remains in  the aud ience. Each group—audience and on
stage— is to  observe the o the r. The leader m ight side coach, "You look a t us. 
W e 'll look at y o u ."  Those on stage w il l  soon appear uncom fortab le . Some w ill 
g igg le  and most w il l sh ift from foo t to foo t; others w il l freeze in position or try  to 
look nonchalant. If the audience starts to laugh, stop them . Just keep side
coach ing : "You look a t us. W e 'll look a t y o u ."
A fte r each person on stage has shown some degree o f d iscom fort,g ive  the 
group on stage a task to do. C ounting is useful a c t iv ity  because i t  requires focus: 
Te ll them to count the aisles or the seats in  the thea te r. They are to keep counting 
u n til you te ll them to stop, even i f  they have to count the same things over. Keep 
them counting un til th e ir discomfort is gone and they show b o d ily  re la xa tio n .
When the in it ia l discomfort has disappeared and they have become 
absorbed in  what they are doing, reverse the groups: the audience is now on stage,
and the actors have become the aud ience. Handle the second group just as you d id
the f irs t.  Do not te l l  them tha t you w il l  g ive  them anyth ing to do. The d irec tion
to count should be given o n ly  a fte r they too hove become uncom fortable.
When both groups have been on stage, instruct a ll the students to return
to the aud ience. N ow  question the whole group about the experience they have
just had. Be care fu l not to put words in to  th e ir mouths. Let them discover for
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themselves how they f e l t . Discuss each part o f the exercise separately.
Below are the questions tha t were asked a fte r the exercise was given to 
the workshop session and the students' rep lies.
How d id  you fee l when you were firs t standing on stage?
There were few  answers a t f irs t .  One student sa id , " I  fe lt  s e lf-  
conscious, " or "I wondered what we were supposed to be doing up th e re ."  Such 
answers are genera lities which in d ica te  the student's resistance to the exposure he 
has just experienced. The leader should try  to break down the resistance. For 
exam ple, ask the audience:
How d id  the actors look when they firs t stood on stage?
The members o f the audience w il l be qu ick  to respond, since they 
q u ic k ly  forget they also were the actors themselves. A lthough they may use 
gene ra lities , they w il l speak more fre e ly  when ta lk in g  about the others.
Encourage the actors to describe th e ir physical responses to the ir firs t 
experience on stage . It is fa r easier fo r them to soy, "The calves o f my legs 
were t ig h t, " or "M y  hands fe l t  b loa ted, " or "I fe lt  out o f breath, " or " I  fe lt  
t ire d "  than i t  is to adm it "I was a fra id ."  But you may not get even this physical 
description un til you ask d ire c t ly :
How did your stomach fee l ?
When the physical descriptions ore flo w in g  fre e ly , then a llo w  a ll the 
students to speak in  as much de ta il as they w ant. You w il l f in d  tha t the student 
who p rev ious ly  covered up and insisted he was com fortable when firs t standing on 
stage w il l suddenly remember tha t his lips were dry or the palms o f his hands were
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m oist. As the concern about self-exposure subsides the students w il l ta lk  about 
th e ir muscular tension almost w ith  re l ie f .  There w il l be a few  students who w il l 
remain resistant; but they w il l be in fluenced  by the group's freedom in  time and 
should not be singled out a t the beg inn ing .
Keep the discussion b r ie f and on the group le v e l. Steer them away 
from emotional responses and g ene ra litie s . If a student says, " I  fe l t  se lf-consc ious," 
just rep ly , "I don 't know what you m eon--how  d id your shoulders fe e l? "
A fte r the f irs t port o f the exercises has been fu l ly  discussed then move 
on to the second part.
How d id  you feel when you were counting the seats?
Be carefu l not to re fer to i t  as "when you had something to do Let 
th is rea liza tion  come to each student in  his own w ay.
What about the flu tte r in g  in  your stomach? What happened to your 
w atery eyes? D id  the stiffness leave your neck?
The answer w il l  be, " I t  went aw ay" and why i t  went away w il l soon 
become ev iden t: "Because I had something to d o ."
Explain to the students tha t "something to do" w il l be ca lle d  the point 
o f concen tra tion . Q u ic k ly  exp la in  tha t the exercise o f counting the seats w il l 
be replaced by a d iffe re n t ac ting  problem each tim e they do on exercise and that 
they w il l always have a point o f co nce n tra tio n . ^
Sensory Awareness
C oncentra tion  is the key to  overcom ing nervousness and a nx ie ty  about 
o ther people and what they w il l th in k  . W ith  this development we tra in  interest
*O p. c i t . ,  S po lin , p . 51 
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and absorption, both o f which are essential fo r c re a tiv ity  at its fu lle s t. A t this 
po in t in the O rie n ta tio n  session the group should be greatly  released and recep tive . 
A long w ith  the development o f concentra tion  the development o f sensory aware­
ness can be in troduced. The two areas work w e ll together and the exercises in 
the o rien ta tion  suggest exercises which develop both concentration  and sensory 
awareness.
Throughout this tra in in g , concentration  needs to be developed 
both w ith  the whole person and w ith  the focus being placed from 
tim e to tim e on concentration  w ith  specific  senses, A planned 
approach to conoentration m ight develop on these lines:
( i)  Looking— concentra tion  on what we see, and observation 
o f d e ta i l .
( i i )  L is ten ing— concentration  on what is heard and qua lities  
o f meaning in sound.
( i i i )  Touching— concentration  on fee ling  things: s ize, texture , 
and so o n .
(iv ) S m e lling— concentration  on kinds and q ua litie s .
(v) Tasting— concentra tion  on kinds and q u a litie s .
Throughout, the aim should be to tra in  concentra tion  and observation 
in re la tion  to  meaning and not just isolated memory. When some 
k ind  o f understanding o f shape is d iscern ib le  the rote memory facto r 
is reduced and observation is seen to hove a purpose.^
When i t  is pointed out tha t, in stage l i fe ,  mashed potatoes are often
served as ice  cream and stone walls are a c tu a lly  made o f wood and m uslin, students
w il l begin to understand how an ac to r through his sensory equipment must make
real for an audience what is not r e a l.
2
O p . c i t . ,  Hodgson & Richards, pp. 49 ,50 .
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This physical or sensory invo lvem ent w ith  objects should be firm ly  estab­
lished in  the student in the beginn ing sessions. It is the firs t step toward bu ild ing  
more complex stage re la tionsh ips. The ob jec t agreed upon is the one re a lity  
between the players around which they gather. This is the f irs t step in group 
agreement. The fo llo w in g  exercises provide the basis fo r developing this sensory 
awareness and concen tra tion .
Seeing a Sport
Two teams y players d iv ide  by counting o ff in twos. By group agreement^ 
the team decides what sport they ore going to w atch. When group agreement has 
been reached, the team goes on stage. Players themselves are to ca ll "C u r ta in I"
3
when they are ready .
Point o f concentra tion : on seeing.
Side coach ing: See w ith  your fee t ! See w ith  your neck ! See w ith  
your whole body! See i t  100 times la rg e r! Show us, don’t te ll us! See w ith  
your ears !
Points o f O bservation:
1) Te ll the students beforehand that the event they are going to watch is 
tak ing  place some distance away from them (so tha t they must concentrate on w atch­
ing  c lose ly).
Listening to the Environment
The fu ll group is to sit q u ie tly  fo r one minute and lis ten  to the sounds o f
3 0 p . c i t . ,  S po lin , p . 54.
the immediate environm ent. They then compare the sounds they heard.
Point o f concentra tion : on hearing the sounds around them.
Point of observation; Assign this exercise as homework, to be done a 
few  minutes each day.
What Am I Listening to ?
Two teams. Each team decides by group agreement what they w il l listen 
to . They are to choose e ithe r a lecture  o r a musical program and should decide 
sp e c ifica lly  what type o f lecture  or concert i t  is to be.
Point o f concentration: on lis ten ing .
Side coaching: See Seeing a Sport, page 60, fo r side coach ing.
Feeling Self W ith  Self
G roup remains seated in  aud ience.
Beginning w ith  the bottoms o f the ir fe e t, they are to fee l what is against 
th e ir bodies a t each p o in t. The fee t feel the stockings, the shoes and the flo o r 
beneath them; the legs feel the trousers or the stockings; the waist feels the b e lt; 
the fin g e r feels the ring ; the teeth fee l the lip s .
Point o f concentra tion ; on fee ling  se lf w ith  se lf.
Side coaching; Feel your fee t in  your shoes! Your legs in your trousers! 
Feel the atmosphere around you ! Reach out in to space!
When they have fe lt  a ll the parts o f the ir body, then coach them to stand 
up and push th e ir way through the room.
Side coaching; Penetrate the atmosphere. Make the a ir heavy ! The
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a ir  is Hghter and lig h te r !
Points o f observa tion .
1) Worn the students not to touch the ports w ith  th e ir hands but to feel 
continuously w ith  the various ports o f th e ir bod ies.
2) Coach co n tin u a lly  throughout the exercise.
G roup Touch Exercise^
Hove the group fee l o single ob jec t that they o il hove used many times, 
such os soop.
Ask the ployers: Do you th ink  your hand remembers the fee l o f soap?
Point o f concentro tion : On fee ling  the o b je c t.
Side coach ing: Let your hand remember?
. 5
G roup Touch Exercise ^2
Two teams. Each group is to se lect some fo m ilio r ob jec t to substonce 
through group ogreem ent. When group ogreement hos been reoched, teom goes 
on stage. A ll members use the some objects or substance sim ultaneously.
Point of concentro tion : to focus o il energy on the ob jec t — its size^
shape, textu re , tem perature.
Side cooch ing: Feel the tex tu re ! Feel its tem peroture! Feel its
w e ight ! Feel its shape!
Points o f observotion: Te ll the students to  toke o few  minutes out o f
^ Ib id ., p. 57 .
5 Ibid.
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every day to p ick  up and handle an o b je c t, then put the ob jec t down and try  to 
reca ll how i t  f e l t .
Taste and Smell
Two teams. Each group is to select something very simple to e a t. When 
group agreement has been reached, firs t team goes on stage and proceeds to eat,
sm elling and tasting the food as they go a long .
Point o f concentra tion : to taste and smell the food .
Side coach ing; Chew the food ! Feel its texture in your mouths!
Taste the food ! Let i t  go down your throats !
Point o f observation : W h ile  eating  a t home, students are to take a few
minutes to concentrate on the taste and smell of th e ir food .
Hodgson and Richards suggest the fo llo w in g  exercises to strengthen con­
cen tra tion  and observation:^
L O O K IN G
Finding S tra ight Lines
Full group. Look around the room at stra ight lines .
Point o f concentra tion : F inding the stra ight lines.
Side coach ing; Find a ll the s tra ight lin e s ! Count the stra ight lines !
Point o f observation: Have the students notice  ways in which these are
combined in d iffe re n t ob jec ts . Try the same exercise look ing  around the room 
fo r squares, fo r c irc les .
^ O p . c i t . ,  Hodgson &  Richards, pp. 50-55 . 
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Looking and Observing
Two or three students. Look at a photograph or p ic tu re  o f a scene fo r 
about a m inute, then b u ild  on im provisation, using as much o f the de ta il as you can. 
Point o f concen tra tion : To observe the d e ta i l .
Side coach ing : What co lo r were the ob jects?  Where were the objects
in  the scene?
Looking and Observing ^2
One student. Have him look at the c lo th ing  someone is wearing, then 
have him imagine he is packing a suitcase w ith  a ll these items in i t .
Point o f concen tra tion : To observe the c lo th in g .
LISTENING  
Hearing and R e-creating a Tune
S ing ly and then toge the r. Have the students hear a short tune or 
musical phrase w h is tled , sung or p layed , and attem pt to re -crea te  i t :  try  again
w ith  longer and more com plica ted pieces: b u ild  a scene around a repeated tune
o r a scene where a snatch o f tune is an im portant part o f the p lo t .
Point o f concen tra tion : L istening to and repeating a musical phrase.
Listen to a Sound
One p la ye r. Listen and respond to a conversation on the te lephone .
Point o f concen tra tion : On hearing the vo ice  on the te lephone.
Side coach ing : Listen to his vo ice . Don't plan your a c tio n . A c t,
d o n 't re a c t.
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Listen to  a  F ight
S ing ly  e r as  a g roup . Listen to the nagging o f a m other, fa the r, husband 
or w ife  and respond to  what you hear.
Point o f concentra tion : Letting what you hear guide your a c tio n .
Side coach ing: The leader may narrate the f ig h t as i t  progresses to
keep the students hearing d iffe re n t sounds .
T O U C H IN G
Iden tify ing  O bjects Gome
One p la ye r. Have the student go on stage and face the audience w ith  
his hands behind his back. The leader w il l  p lace an ob jec t in  his hand and the 
p layer w il l  id e n tify  i t  by touch . Leader may show the o b jec t to the audience 
before p lac ing  i t  in the p layer's hand i f  he wants. O bjects could  inc lude : a 
spoon, a p e n c il, comb case, app le , poker ch ip , be lt buck le , shoe string , ash 
tra y , tissue paper. It is best to choose objects that are fa ir ly  recogn izab le , 
a lthough not w e ll known o r used every day.
Touching Liquids
One p la ye r. Touch liqu ids o f va ry ing  v iscos ity , when app lied  to the 
skin fa ce , hands, fe e t.
Point of concentra tion : N o tic in g  the d iffe re n t sensations.
Touch o f Things on the Skin
S ing ly  o r in  a group. Have the students fee l the d iffe re n t fee ling  o f 
various kinds o f gloves, those w ith  fingers, w ithout fingers, d iffe re n t m ateria ls:
6 5
lea the r, w oo l, la ce , co tton ; gloves w h ich  end a t the w ris t, continue up the arm, 
g au n tle ts .
Then have the students fee l d iffe re n t types o f foo tw ear—slippers, lo w - 
heeled shoes, h igh-hee led  shoes, sandals, boots, th igh  boots— feel footwear from 
d iffe re n t periods and coun tries . Build some o f these os the foca l po in t o f a scene . 
Point of concentra tion : Feeling the touch o f things on the sk in .
Knowing the Feeling o f Heat and Cold
S ing ly  and then as a team . Feel the objects that are hot, then objects 
tha t are co ld , both extreme and more tem perate: develop this into severity o f heat 
o r co ld  to one part o f the body and have them experience the pain resu lting . 
Improvise a scene in a co ld  and then a hot c lim a te .
Point o f concentra tion : Heat and co ld  on the en tire  body and then
separate parts o f the body.
Side coach ing : Feel the co ld  on your nose! Feel the heat on your back !
Point of observations Do not le t  this become on e n tire ly  external sensa­
tio n  such as v io le n t shivering or mopping the sweat o ff the head.
Pleasure from Touch
S ing ly  o r in  a group. Explore sensations o f pleasure aris ing from clean 
sheets, a warm m u ff, a hot-w o te r b o tt le , the sun, the ra in .
Point o f concentra tion : Feeling pleasureable sensations o f touch .
6 6
SM ELLING 
A ctua l Smells
As a group. Let the students smell actua l odors or fragrances e ithe r 
bo ttled  or produced on the spot.
Pleasant Smells
Singly*, then in a group. Have the students id e n tify  perfumes*, roses, 
hay, d inner cook ing . Then improvise a scene in , soy, a pork in vo lv in g  the 
various perfumes which ore about. N e x t, take the opposite and improvise a scene 
in  a dank underground area where they can id e n tify  ro tting  vegetation  and various 
gases. These may be explored in re la tion  not on ly  to th e ir unpleasantness but 
also to th e ir choking q u a lity  and the ir e ffec t on hea lth .
TASTING  
A ctua l Tastes
Concentrate on actua l tastes— small pieces o f d iffe re n t kinds o f chocolate 
to be id e n tif ie d , d iffe re n t drinks, d iffe re n t brands o f tea and co ffe e —and devise 
scenes to  employ some o f these.
Point o f concentra tion : Tasting actual tastes.
C lassify ing  Tastes
S ing ly  or os a group. Imagine o ther tastes and attem pt some kind o f 
c la ss ifica tion —b it te r ,  sour, sweet, d ry , w e t,ho t, co ld .
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EVALU ATIO N  OF SENSORY EXERCISES
Was concentra tion  com plete o r incom ple te?  Stress that when concen­
tra tion  on the problem was complete the audience could see.
What were they hand ling, seeing, lis ten ing ,to  ? Keep this discussion 
centered on the whole group e ffo rt, not in d iv id ua ls .
D id they show or te ll us? Even i f  they d id  not speak but used very 
obvious physical actions rather than focusing energy on the problem, they were 
te llin g  rather than show ing.
POINTS OF OBSERVATION FOR SENSORY EXERCISES
1) Each team must come to group agreement before going on stage.
There should be no in te rp la y  or d ia logue on stage between players during these 
exercises.
2) When "C u rta in ! "  must be ca lle d  by a team ready to start an exercise, 
do not appo in t anyone to do th is , but le t  them—os ind iv idua ls  or a g ro u p -- step 
spontaneously in to  the theater experience by c a llin g  fo r th e ir cu rta in . As simple 
as it  seems, i t  is most im portant. The ca ll fo r "C u r ta in !"  is, in  e ffe c t, the 
actua l ris ing o f the theater cu rta in , even though "thea te r" may be nothing more 
than a row  o f chairs and an open space .
3) Do not begin an eva lua tion  un til a l 1 the students have had th e ir 
chance on stage.
4) Do not dw ell on the problem too lo n g . These exercises are the firs t 
step in  he lp ing the student to recognize tha t physical memory exists on ly  w ith  him
6 8
and can be ca lle d  up in tu it iv e ly  whenever he needs i t .  They show him that he 
need not w ithd raw  in to  a sub jective  w o rld— tha t he need not move in to  a cloud o f 
past memories— when w orking in the thea ter.
5) Side coaching during these exercises should help to free bod ily  
response in the student. If an in d iv id u a l resists this side coach ing, ca ll out: 
"D o n 't th ink  about what I'm s a y in g !" "Let your body lis te n ."
6) It is advisable fo r the leader to end the exercises a t this early  stage, 
rather than w a itin g  fo r the students to end them.
7 ) A vo id  the parlor-gam e a ttitude  which these exercises m ight provoke. 
The audience is not to guess— the audience must know through what the actors 
show.
8) A lthough sensory awareness w il l be a port o f  every eva lua tion  from 
now on, i t  w il l  ra re ly  be the main po in t o f concentration . Instead, i t  w il l  be 
considered a secondary part o f every problem , to  be developed a long w ith  other 
sk ills .
SECOND O R IEN TATIO N  SESSION
7
O bservation Game
A dozen or more real objects are placed on a tray which is set in  the 
center o f the c irc le  o f p layers. A fte r ten or fifte e n  seconds, the tray  is covered. 
The players then w rite  in d iv idua l lists o f the names o f as many o f the objects os
^N e va  Boyd, Handbook o f Games, (C h icago: H . T .  Fitzsimmons C o .,
1945), p. 84 . —
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g
t hey can remember. The lists ore then compared w ith  the tray  o f ob jects .
M irro r Exercise
Two players. A faces B. A is the m irro r, and B in itia te s  a ll movement. 
A re flects a ll B's a c tiv it ie s  and fa c ia l expressions. W h ile  look ing  into the 
m irro r, B takes a simple a c t iv ity  such as washing or dressing. A fte r a tim e, 
reverse the roles w ith  B p lay ing  the m irror and A in it ia t in g  the movement.
Side coaching: Fo llow  the movements e x a c tly ! Keep your actions
exac t! Be a m irro r!
Points o f observation: This exercise con g ive the leader a qu ick index
in to  each student's natural sense o f p la y , c low n ing , inventiveness, a b i l ity  to 
create tension, and t im in g .
Have the students use this exercise w ithou t te l lin g  th e ir audience which 
o f the two is the m irro r. This e ffo rt to confound the audience demands a 
heightened concentration  and produces a more intense involvem ent w ith  the 
problem and each o the r. This is an early  step in  breaking down the walls 
between the ac to r and ac to r, acto r and audience.
T ug-o f-W ar
Two players and then the en tire  group. The players must p lay tu g -o f-  
war w ith  an im aginary rope. The rope is the ob jec t between them .
Point of concen tra tion : To g ive  the im aginary rope re a lity .
8During the session when this exercise was firs t o ffe red , o f a tray con­
ta in in g  15 ob jects, the average number reca lled  was e ig h t. By the 23rd session, 
the average number reca lled  from a troy  o f 15 objects was 12.
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Side coach ing: Feel the rope! Feel its  te x tu re ! Its thickness! Make
i t  real !
Points o f observation:
1) Body ac tion  should come out o f the rope's re a lity .  If fu l l concentra­
tio n  is put on the o b jec t between the p layers, they w ill use as much energy as they 
would use i f  p u llin g  on actua l rope.
2) This is a very  im portant exercise, since i t  shows both actors and 
audience that —as in a game— almost a ll the problems they w il l  work on can be 
solved o n ly  through in te rac tion  w ith  another p laye r. No p layer can do the 
exercise a lone . It also points up the need to g ive  the ob jec t re a lity  fo r the 
in te rac tion  to take p lace .
O rie n ta tio n  Game
One person goes on stage, picks as im p leQ ctiv ity  and begins doing i t .  
O the r plays come on stage one a t a tim e and jo in  him in this a c t iv ity .
Point o f concen tra tion : On showing the a c t iv ity .
Points o f observation:
1) The simple a c t iv ity  m ight consist o f pa in ting  a fence , scrubbing a 
f lo o r , raking leaves.
2) Players are not to know ahead o f tim e what the f irs t p layer is do ing .
3) This group in te rac tion  should create flo w  a nd /o r energy.
9
Name Six Game
O p . c i t . ,  Boyd, p . 99.
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A ll the players except one, who stands in the cente r, sit or stand in a 
c ir c le .  The center p layer closes his eyes, holds an o b jec t and turns in a c ir c le . 
When the p layer in the center feels lik e  i t ,  he stops tu rn ing  and places the ob jec t 
in  his hand in the hands of the person he is nearest, at the same tim e he gives that 
person a le tte r o f the a lphabe t. The p layer who receives the o b jec t starts i t  on 
its way im m ediately so tha t i t  passes through the hands o f everyone in the c irc le .  
By the time i t  returns to him, he must have named six ob jects , the name o f each 
beginning w ith  the le tte r suggested by the center p layer.
If the p layer does not succeed in naming objects in the time tha t the 
ob jec t makes the round o f the c irc le ,  tha t p layer must change places w ith  the 
one in the cen te r. If th e ir c irc le  is sm a ll, the ob ject should be passed around 
two or more tim e s .
Point o f observations A good exercise fo r increasing verbal sk ill and 
w il l also create a great deal o f excitem ent in the p laye rs .
Play Ball
The group f irs t decides on the size o f a b o ll;  and then the members toss
the ba ll among themselves on stage. Once the game is in  m otion, the leader
ca lls  ou t that the ba ll is becoming various w eights.
Point o f concen tra tion : On the w e ight and size o f the b a l l .
Side coaching: The ba ll is 100 times lig h te r ! The ba ll is 100 times
heav ie r! The ba ll is normal aga in !
Points o f observation: Many students w il l act ou t lightness or heaviness
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rather than keeping w ith  the po in t o f concen tra tion . In con junction  w ith  the 
exercise, have the group p lay a game together.
Involvement in  Twos
Two p layers. Players agree on an ob jec t between them and begin an 
a c t iv ity  w ith  i t .  In this case the o b jec t they se lect determines the a c t iv ity .  
Point o f concentra tion : On the ob jec t between them .
Involvement in  Threes or More
Three o r more players. G roup agrees on an ob jec t which cannot be 
used w ithou t in v o lv in g  a ll o f them. They partic ipa te  in  a jo in t action  in  which 
a ll move the same th in g .
Point o f concentra tion : To make the ob ject re a l.
Examples: P ulling  a fishne t, tugging a boa t, pushing a sta lled  ca r.
E va lua tion : D id they work toge the r?  If three people pushed a car
and the fourth sat behind the w hee l, the problem was not so lved, fo r a ll d id not 
phys ica lly  move the ca r.
Did they need each other to  solve the problem, or could one o f them 
have managed the problem a lone?  D id they work together or separately.
Points o f observation; Involvement w ith  two's w il l  usually keep players 
invo lved  toge the r. Involvem ent in three's o r more may tend to confuse them.
Involvement W ithout Hands
Two or more p layers. Players agree on an animate or inanim ate ob jec t
between them . Players are to set ob jec t between them in  motion w ithout using
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th e ir hands.
Point o f concentra tion ; To show and m anipulate the ob jec t between them 
w ithou t using th e ir hands.
Example: Pushing a rock, ra ising a board to shoulder.
Evaluation: Did they show us the ob jec t or te ll us?
Point of observation : Do not le t the students take a b u i lt - in  no-hands
o b jec t such as mashing grapes w ith  the fe e t, fo r this k resistance to po in t o f 
concentration .
M irro r Exercise ^2
Four players on a team. Team divides in to  sub-teams. Sub-teams re fle c t 
each o the r. Sub-team A , mirrors, sub-team B in itia tes  a ll movement. Sub-team 
tha t in itia tes  movement must agree on an a c t iv ity  in vo lv in g  both p layers. A fte r a 
time reverse the teams.
Point o f concentra tion : M irro r sub-team is to re fle c t a ll movements
e x a c t ly .
Exaimple: Barber shaving a customer. Sub-team A then becomes the
re fle c tio n  o f the barber and customer and must fo llo w  the shaving a c t iv ity  e x a c tly .
O rie n ta tio n  Game ^2
One p layer goes on stage and starts an a c t iv ity .  O the r p layers jo in  him 
one a t a tim e , as de fin ite  characters, and begin an action re la ted to his a c t iv ity .
Examples First p layer is a surgeon. O ther players are in terns, nurses, 
anesthe tis t.
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Points o f O bserva tion ;
1) Players are not to know ahead o f time what the firs t p layer is doing 
o r who he is.
2) A t each session, p lay the O rie n ta tio n  Gome u n til your students ore 
entering into the problem w ith  excitem ent and fu n . This releases a flo w  o f energy 
tha t results in group interest and brings a natural q u a lity  in speech and movement.
THIRD O R IEN TATIO N  SESSION
Who Started the M otion
Players are seated in  a c ir c le .  One p layer is sent from the room w h ile  
the others select a leader to start the m otion . The player is then ca lled  back.
He stands in the center o f the c irc le  and tries to discover the leader, whose function  
i t  is to make a m otion— tapping fo o t, nodding head, moving hands—and to change 
motions whenever he wishes. The other players copy these motions and try  to keep 
the center p layer from guessing the leader's id e n tity .
When the center p layer discovers the leader, two other players are chosen 
to take th e ir p lace .
D if f ic u lty  w ith  Small O b je c ts
S ingle p la ye r. Player becomes invo lved  w ith  small o b je c t .
Point o f concentra tion : Having d if f ic u lty  w ith  o b je c t.
Example: Opening a gum wrapper, fo rc ing  a drawer open, opening a
b o t t le .
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Point o f Observations Resistance to the po in t o f concentration  w il l show 
its e lf in a player who in te lle c tu a lize s  the problem .
How O ld  Am i ?
S ingle p laye r. Leader sets up a simple p lace o f ac tion  such as a corner 
bus stop. Player writes down age on s lip  o f paper and hands it  to the leader before
going on stage . Player comes on stage and waits fo r bus .
Point o f concentrations O n the age chosen.
Side coachings The bus is h a lf a b lock  down I I t ’s coming closer; i t ’s
here ! Sometimes add ing, I t ' s held up in  t ra f f ic !  gives added insight to the
characte r.
Points o f Observations
1) A t this early  stage a student w il l usually g ive  some b od ily  rhythm and 
a good deal o f a c t iv ity  to help c la r ify  a g e .
2 )  Discourage "a c tin g " a n d /o r "perfo rm ing" during this exercise by 
stopping the ac tion  whenever necessary.
3) Coach "he ld  up in t ra f f ic "  o n ly  when you wont to explore the 
student's work fu rth e r.
O b je c t M oving Players
Any number o f players. Players agree on ob jec t which is to move them. 
They are to be an in te rre la ted  group.
Point o f concentrations On the o b jec t that is moving them.
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Side coachings Feel the o b je c t! Let the ob jec t move you ! You're 
in i t  toge ther!
Examples: s a i l b o a t c a r ,  m erry-go -round, ferris  v /hee l.
Points o f observation:
1) Watch to see v/hether the players feel the o b jec t between them . This 
sometimes occurs to on extraord inary degree when the students have played together 
fo r some time or when they are concentra ting  deeply on the problem.
It's  Heavier When It's  Full
Three o r more p layers. Players agree on an a c t iv ity  in  which receptacles 
must be f i l le d ,  empties and f i l le d  aga in .
Point o f concentra tion : On showing the variations in w eight when things
are fu ll or em p ty .
O rie n ta tio n  Gome ^3
One p layer goes on stage and starts an a c t iv ity .  O th e r players come on, 
one at a tim e . This tim e they know who they are as they enter the scene; and the 
firs t p layer (who does not know who they are) must accept them and re la te  to them .
Point o f concen tra tion ; On the a c t iv ity ,  w ith  the character as an 
add ition  but not as the main focus.
Example: Man hanging drapes. Woman enters. Woman: "N o w  dear,
you know that's not the way I want them h u n g !" Man accepts the woman who is 
p lay ing  his w ife ; and he plays a cco rd in g ly . Actors continue to enter, p lay ing  
the couple 's c h ild re n , the next door neighbor, the fa m ily  m in ister.
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E valuation; Did she show or te ll us that she was the w ife , neighbor?
D id they a ll stay w ith  the a c t iv ity ?
Points o f observation;
1) By this tim e . O rie n ta tio n  Game should show the p rim itive  beginnings 
o f a scene grow ing out o f the point o f concentration  os well as the firs t sign o f 
re la tionsh ip  ra ther than mere simultaneous a c t iv ity .
2) Let the players enjoy o rien ta tion  game even i f  the stage is somewhat 
chaotic  because o f the large group o f characters in the scene, w ith  everyone 
moving and ta lk in g  a t once os a ll ve ry earnestly p lay the game. This c h ild lik e  
stage behavior releases pleasure and excitem ent and is essential to the social 
growth o f the group. Refrain from try ing  to get on o rderly  scene. Subsequent 
exercises w il l s low ly  do this fo r the student.
Part o f a Whole
One p layer goes on stage and becomes port o f a large animate or 
inanim ate moving o b je c t. As soon os the nature o f the o b jec t becomes c lea r to 
another p layer, he joins the p layer on stage and becomes another port o f the 
w ho le . This continues un til a ll the audience have pa rtic ipa ted  and are working 
together to form the complete o b je c t.
Point o f concen tra tion ; O n being a part o f a la rger o b je c t.
Example; O ne person goes on stage and curls up w ith  arm moving from 
the shoulder lik e  a p is ton . Another p layer lines up w ith  firs t p layer and assumes 
s im ila r position . Two o ther players jo in  and four wheels are now m oving. O ther
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players q u ic k ly  become whistles, engines and f in a l ly  a semaphore which stops 
the t ra in .
Points o f observations
1) This exercise generates a great deal o f spontaneity and fun .
2) O ther examples which came out o f the workshop are a statue group­
in g , a flo w e r, an an im al, and the inside o f a c lo c k . G ive  no examples to the 
group. If the game is presented c le a r ly , players w il l come up w ith  most 
d e lig h tfu l objects.
FOURTH O R IE N TA TIO N  SESSION
Three Changes
Two rows o f players fac ing  each o the r. Each p layer is to observe the 
person opposite him and note his dress, ha ir and general a tt ire .  Players then 
turn th e ir backs on each o th e r. Each player changes three things on his person. 
Players then face each other aga in . Each p layer must now id e n tify  what changes 
his opposite has made. Change partners and increase the number o f changes.
Point o f observation: Do not le t  the players know that you plan to
increase the changes un til a fte r the firs t p la y in g . Many are worried how to f in d  
the three changes. Four or more w il l create a great deal o f exc item ent. This is 
an e xce llen t exercise fo r p layers, tax ing  th e ir powers o f making do (im provisation) 
on a simple physical leve l . Players are forced to look a t a barren land and fin d  
things to  use fo r the game the ir eye d id  not see a t f irs t g lance .
W hat Do I Do For A L iv in g ?
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Same setting and procedure as in How O ld  Am I ?
Point o f concentra tion : O n showing what he does fo r a l iv in g .
Evaluations Is i t  o n ly  through a c t iv ity  that we can shaw age? Is i t  on ly  
through a c t iv ity  tha t we can show what we do fo r a liv in g ?  Does the body s truc­
ture a lte r in some professions? Is there a d iffe rence  between a salesman and a 
teacher?  Would 20 years as a laborer make a man laok and act d iffe re n tly  than 
20 years as a dacto r?  Is i t  an a ttitu d e  that creates change? is i t  the work 
environm ent?
Points o f observations
1) This question ing  in eva lua tion  should provoke the firs t insight in to  
phys ica liz ing  character aspects. It should be most casua l. Because these exer­
cises are done early in  the w ork, do not belabor the po in t of characte r.
M ir ro r  Exercise ^3
Two p layers. Players are seated fac ing  each o the r. Thfiky agree on a 
simple re la tionsh ip  (em ployee-em ployer, teocher-student, d o c to r-p a tie n t, 
la w y e r-c lie n t)  and choase a top ic  fo r discussion or argum ent.
A fte r they have begun the discussian, the leader ca lls one o f them by 
name. The p layer ca lled  then assumes the fa c ia l structure o f the p layer apposite 
him w h ile , at the same tim e , con tinu ing  the conversation. He is not to re fle c t 
movement and expression, as in  the e a r lie r m irror exercises, but is to try  to make 
his face look lik e  the opposite p la y e r 's .
Point o f concentrations f to y e r  ca lled  is ta cancentrate on remolding
^^O p . c i t . ,  S po lin , p. 74.
~  80
his own face inside out to  look lik e  the other p layer's
Example: A 's mouth is th in , his chin recedes, his eyes are sm all.
B's lips are f u l l ,  his jaw juts ou t, he has large eye sockets. When A 's name is 
c a lle d , he is to concentrate on restructuring  his own face to look lik e  B's. W h ile  
continu ing  the discussion, he must work to get his jaw  o u t, his lips f u l l ,  much lik e  
a scu lp to r.
Side coach ing: Rebuild your nose lik e  h is ! Jawbone! Forehead!
Change your ch in  lin e  ! Eyeballs! C oncentrate on h im . On upper l ip !  As you 
a re ! (Bring players back and forth  and to th e ir own faces throughout the 
e xe rc ise .)
Points o f observation:
1) Keep changing the "m ir ro r ."  Do not le t the students know when 
th e ir names w il l be c a lle d . Coach to see tha t the discussicn or argument never 
stops w h ile  players rebu ild  the ir faces. Remind them to keep away from super­
f ic ia l expressions.
2) In se lecting  teams, ask players to pa ir o ff w ith  faces o f dissimlar 
s tructure . Short noses w ith  long noses, heavy faces w ith  th in  ones. Ask students 
to exaggerate the opposite face .
3) Some players may be apprehensive about seeing how they look to 
another person. Handle this by stressing the so lv ing o f the problem and po in ting , 
ou t tha t exaggeration was asked fo r .
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Conversation w ith  Involvement
Two or more p layers. Players agree on a simple discussion to p ic . They 
then proceed to eat and drink a large meal w h ile  keeping up a continuous discussion.
Point o f concentrations G iv in g  l i fe  to the o b jec t through the sm e lling , 
seeing, tasting .
Side coachings Taste the food ! Feel the textu re  o f the napk in ! What 
is the temperature o f the d rink ing  w a te r! Chew your food ! Smell the food!
Evaluations Did the players g ive  sensory re a lity  to the ob jec ts?  Did 
they show us or te ll us? What k ind  o f soup were they d rin k in g ?  Was the meat 
hot?
Points o f observations
1) See tha t the players show relationships (\who).
2) If resistance to the po in t o f concentra tion  is high then the group 
is not ye t ready. Leave this problem and come back to i t  another tim e.
3) Use a ll senses toge the r.
Involvem ent w ith  Large O bjects
S ingle p la ye r. Player becomes in vo lved  w ith  entang ling  o b je c t.
Point o f concentrations O n the selected o b je c t.
Exam pi ess Spider web, boa constric to r, tree branches in  forest, 
octopus, parachute, m an-eating p la n t.
Point of observations Watch the wording when stating the po in t o f con­
cen tra tion  to be certa in  that the p layer's concentration  is on the ob jec t and not
on d isentangling him self from the o b je c t. This is an important d iffe rence  and
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one that comes up continuously throughout the w ork.
Trapped
S ingle p laye r. Player chooses a place from where he is try in g  to escape.
Examples; Caught in  bear trap, tree tru nk , e le va to r.
Drawing O bjects Gome
Two teams. (To be used firs t in the o rien ta tion  sessions) Players d iv ide  
into two teams. Each team sets up a tab le  w ith  p len ty  of paper and pencils at an 
equal distance from the group leader. The group leader has a prepared lis t of 
objects such as tre e , w indow , cow , tra in , a irp la n e , c a t, house—any ob jec t that 
has an outstanding ch a rac te ris tic . One p layer from each team comes to the center. 
The group leodèr exposes o n ly  one o f the objects to the team members, who then 
q u ic k ly  run back to th e ir team and draw the ob jec t for th e ir team who ore a ll 
gathered around try in g  to id e n tify  i t .  As soon as any member o f a team recognizes 
the ob jec t d raw n,it is ca lle d  out by name. The team w inn ing  the most objects firs t 
wins the game. The game continues u n til each member o f each team has had a 
chance o f drawing the o b je c t .
The a b i l i ty  to draw has noth ing to  do w ith  the game, fo r i t  is a game o f 
s e le c tiv ity  that shows which students con q u ic k ly  p ick  from th e ir f i le  to make a com­
m un ica tion . This game can be repeated a t in terva ls making the objects more and 
more d if f ic u l t .  A  va ria tio n  o f this game, using abstractions, can be found in Neva 
L . Boyd's Handbook o f Gomes.
^ ^ ^ . _ c i t . ,  Boyd, p . 101.
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Space Substance
A fte r the p re lim ina ry  exercises in  o b jec t invo lvem ent have been used. 
Space Substance should be in troduced and repeated for at least e igh t more sessions 
os a w arm -up. It is va luab le  fo r freshening up groups a t a ll tim es. Since there 
are many possible varia tions o f this exercise, what to use in  subsequent sessions 
should be determ ined by the leader. The more often! t is used, the more perfect the 
students w il l become in c rea ting , f in d in g , and bu ild ing  objects out o f th in  a ir  
and le ttin g  things happen.
A . Exploration
Large group (no audience necessary). Ask students to move around the 
stage g iv ing  substance to space as they go. They are not to fee l or present space 
Œ though i t  were a known m ateria l but are to explore i t  as a to ta lly  new and 
unknown substance.
Side coach ing: Move through the substance and make contact w ith  i t !
D on 't g ive i t  a name— it  is what i t  is I Use your whole body to make contact ! 
Feel i t  against your cheeks! Your nose I Your knees! Your hips ! If  players 
tend to use hands o n ly , have them keep th e ir arms close to th e ir  bodies so as to 
move as a single mass. Keep side coach ing: Push the substance around, explore
i t !  You never fe lt  i t  before . Make a tunnel ! Move bock in to  the space your 
body has shaped! Shake i t  u p ! Make the substance f ly  ! S tir i t  up ! Make i t  
ri ppl e !
B o Support and Effort
Large group w ith  a u d ie n ce . S tart players w a lk ing  around stage,
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pushing through the space substance.
Side coach ing: Let the space substance support you. Leon on i t .  Rest
on i t .  Let i t  hold your head. Your c h in . Your eyeba lls . Your uppe rlip . A fte r 
the players are in  motion and responding to the problem , g ive a new understanding 
to the space substance they are co n ta c ting .
Side coaching: You are ho ld ing  yourself up. You would f ly  in to  a
thousand pieces i f  you q u it ho ld ing  yourself up . You ore hanging on to your arms. 
Your mouth. Your forehead. C a ll out the ports o f the body tha t are being held 
r ig id .  W h ile  c a llin g  out parts o f the body, help the students to release muscle 
ho lds .
E valuation: To p layers: How d id  you feel when the space was supporting
you? When you were your own support?
To aud ience: D id you no tice  a d iffe rence  between support and no support
in  the way players walked and looked?
Point o f observation: When players hold themselves toge the r, they are th e ir
own g ra v ity  l i f e ,  so to speak; some shrink up, some seem to be a fra id  o f fa l l in g ,  
w h ile  others appear anxious, lo n e ly  and s t i l l  others look agressive. When, on the 
o ther hand, the players lean on space, an expansion and fullness can be noted os 
they move through the environm ent. S m iling faces,peacefulness, and an a ir  o f 
gentleness appear. It is as i f  they know the environment w il l  support them i f  they 
a llo w  i t .
C . Shaping Space
S ingle p layers. As players one by one to make any o b jec t they wish out
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o f the space substance. In some cases, they can be to ld  to " f in d "  the ob jec t 
rather than make i t .
Point of concentra tion : To bu ild  an ob jec t from space substance.
Point of observation: Most players gather the space substance and handle
i t  as they \would any other p lia b le  mass. W ith  confidence and ce rta in ty  the 
student builds his o b jec t w ith  in c red ib le  exactness and re a lity .  N e x t, ask each 
p layer to pu ll the space substance around as though i t  cou ld  not be separated 
from its e lf .  This sometimes results in  the presentation o f e lastic  o r ribbon y 
m a te r ia l. Side coach to the players to  experim ent w ith  i t .
D . Ensemble Space Shaping
Two or more p layers. Ask players to b u ilt  one o b jec t anim ia te  or 
inanimate together ou t o f space substance and then use i t .  Then have the players 
p u ll the space substance about, keeping i t  attached in space, swing on i t ,  le t i t  
pu ll them up, w ind i t  around each o th e r.
Point of observation: Players move out o f the immediate environment
w ith  ease a fte r this exercise.
E . Transform ation o f O bjects
Large group o f players. First person creates an ob jec t and passes i t  on 
to  the next p laye r. This next p layer is to handle the ob jec t un til i t  changes 
shape and then pass i t  o n . If  noth ing happens, he is to pass i t  on to the next 
p layer and so on down the l i n e . When the problem is being solved there should
be a continuous f lo w  of changing ob jects.
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This is a tr ic k y  exercise and must be c le a rly  understood by the p layers. 
They are not to change the o b je c t— i t  e ithe r transforms itse lf or they do noth ing 
about i t .  No associations should be used to lead to a s to ry . If a p layer is handed 
a comb, for exam ple, he is not to make a m irror and use the comb.
Point of observation: A  great deal of excitem ent is fe l t  i f  on o b jec t
seems to transform its e lf .  When a student has this experience, i t  should be 
pointed out to him tha t his is e xa c tly  what point o f concentration must do fo r the 
p layers.
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F . Space as Another Element
A ny number o f p layers. Do not use this exercise u n til space substance 
has been fu l ly  exp lo red . Tell players the space they are moving through is w ind , 
w a te r, mud, je llo .
Side coaching: Your ha ir is f lo a tin g ! Your ankles are flo a tin g  ! Your
spine is f lo a t in g ! Use side coaching appropria te  fo r any suggested substance.
Point o f observation : A ll these exercises help the student feel the impact
o f  space upon his body. They help him penetrate space, mold i t ,  define i t  
and move fre e ly  about.
SUMMARY OF O R IEN TATIO N  SESSIONS
Continue to urge students to make a close conscious study o f the physicol
world  around them. Encourage them to observe how things taste , fe e l, smell and
lo o k . Open observation o f the w orld  around him as a necessary tool fo r the 
im provisotionol ac to r.
^^Spoce substance exercises suggested by S po lin , pp . 77 -84 .
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Should students lose de ta il and genera lize  objects and relationships at 
any tim e during th e ir tra in ing^ i t  would be w e ll to stop the class fo r a moment and 
in te r je c t one o f the exercises previously covered in o rie n ta tio n . Almost every 
one o f them are useful for warm-ups at a ll times .
The leader may also suggest that students take the sense games home. 
W h ile  the exercises should not be done outside the workshop, the games can 
provide much fun and fu lf i l lm e n t fo r the student.
Pleasure and enthusiasm must set the tone throughout these exercises.
If  students ore apprehensive, anxious and constantly look ing  to  see i f  they are 
doing " r ig h t , "  then there has been some error in presentation.
Try to always begin sessions w ith  a game and to  end them w ith  an 
exercise which w il l  g ive  the players a non-verba l summation o f the e a rlie r 
problems. O rien ta tion  Game and Part o f the W hole are just such exercises.
They q u ic k ly  show the teacher to  what exten t the ea rlie r exercises have been 
o rg a n ica lly  in tegrated by the students.
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A P P E N D I X  B 
DEVELOPING THE IM A G IN A T IO N
W hile  we have been w orking to  gain increased concen tra tion , we have 
also been in vo lv in g  and extending the im ag ina tion . N ow  we w il l  work more 
s p e c ific a lly  on ways o f developing s t i l l  fu rther the many aspects o f im ag ination . 
The work w il l  go easier i f  a good deal o f concentration  can be sustained by the 
stu dents.
From an o u tline  suggested by Hodgson and Richards, exercises were 
devised which would help stim ulate  the im ag ina tion . The ove ra ll pattern o f the 
work fo llow ed  this k ind  o f progression:
1) Im aginative work b u ild ing  from observation o f real things and people
2) Go on to adding insight and experience to discover fu rther ways o f 
using the real and im aginary elements.
3) Build something new from the im ag ination  based on insight in to , 
and experience o f the o ld  lead ing on to —
4) R ealiz ing the lim itless bounds o f the im a g in a tio n . ^
Build ing from Observation
The students look at and handle a fo o tb a ll,  a ha t, a g u ita r; in tu rn , 
remove the o b jec t and look a t,  and handle, each in  the im ag ina tion .
Point o f concen tra tion : On a c tu a lly  experiencing the objects and then
in  the im agination .
Side coaching: Side coach during the im agin ing o n ly .
^Op . c i t . . Hodgson and Richards, pp. 5 8 -59 .
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G ive  the students one or more im aginary ob jects , such as a telescope, a 
b ird  cage, a book or trading stamps, o r g ive a p lace , such as a deserted house, 
an underground ra ilw a y  station and use them to bu ild  a scene.
Point o f concentra tion : O n using the im aginary ob jects.
Take a cha ir and have the students sit on it  as many ways as they can 
devise. Then explore o ther poss ib ilities , such as ways o f standing on i t ,  or 
moving round i t .
Point o f concentra tion : To im a g in a tive ly  use the cha ir as many ways as 
possible.
Point o f observation: A llo w  the students to use the chair however they
w an t. They are exp lo ring  and need not be p ra c tic a l. The experience w il l 
a llo w  the im agination g row th.
Take the ch a ir again and have the students look at i t  from d iffe ren t points 
o f v ie w . Then have the students turn i t  on its side, upside down, and le t i t  
become something else; a ca r, a w indow , a counter, an um bre lla , a cow .
Point o f concen tra tion : O n le ttin g  an ob jec t im a g in a tive ly  evolve  in to
something e lse .
Take many objects such as a shoe, book, pen, ring  and have the students 
fin d  as many ways as they can o f using each.
Point o f concen tra tion : To use things not as they were meant to be used.
Imagine an o b je c t, such as a vacuum c leaner, use i t ;  then endow i t  w ith  
another q u a lity ,  such as the a b i l i ty  to lig h t a f ire ,  or an e le c tr ic  f ire  which 
talks or a standard lamp which has certa in  human a ttr ibu tes .
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Point o f concentra tion ; On using the im agination w ith  no background 
m a te r ia l.
Have the students imagine a character w ith  an oversensitive sense o f 
smell and a strong imagination# or strong senses o f taste and im aginations which 
run away w ith  them; develop scenes and situations from these.
Point of concentra tion : On im agin ing the senses stronger than they a re .
Devise scenes in  which a ll the characters except one ore: 1) deaf#
2) unable to speak# 3) w ithout taste, 4) b lin d .
Point of concentra tion : To imagine handicaps and how they a ffe c t the
whole way o f l iv in g .
Imagine a world  in which everyone is 1) very sm a ll, 2) ta l l ,  3) heavy.
Point of concen tra tion : To im a g in a tive ly  explore this change o f s itua tion .
Work out scenes in which characters from one period o f h istory fin d  them­
selves in  another period , or people from one country or c iv il iz a t io n  fin d  them ­
selves suddenly p laced in  another.
Point o f concen tra tion : Seeing th e ir normal world os something new.
Have the students imagine a w orld  in  which language has been lost and 
a new one has to be inven ted .
Point of concen tra tion : To im a g in a tive ly  use the vo ice  and body.
Build a scene in a w orld  where everyth ing  is the opposite o f what i t  is
in  this w o rld . Where men are punished fo r being i l l  and put in to a hospital fo r
com m itting a c r im e .
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Relating an Incident
Two players. Players are on stage. A relates a story to  B , who then 
repeats the same story, this time pu tting  co lor in to  i t .
Point o f observation: Players are not to embellish the re te llin g  o f the
story. They sim ply re la te  what they have heard, bring ing co lo r to i t .
The purpose o f this exercise is for the lis tener to see the inc iden t in  fu l l 
co lo r a t the moment o f I istening to i t .
Throwing Conversation Game
Four or more p layers. Two players secretly decide upon a top ic  o f con­
versation . They then begin discussing the top ic  in the presence o f the other 
p layers. Their point o f concentration is to mislead the others as to the id e n tity  
o f the top ic  they are discussing.
The other players may not ask questions nor guess the top ic  a loud . But 
when a p layer thinks he knows what the top ic  is , he is to  jo in  in  the conversa tion . 
A t any time a fte r he has jo ined in the conversation, he may be cha llenged . When 
this occurs, he must whisper what he thinks the top ic is to one o f the two conver­
sation leaders. If he has guessed co rre c tly , he continues to pa rtic ipa te  in the 
conversation. If he is in co rre c t, he is o ne -th ird  out o f the game and must become 
an observer again un til he has a new guess and rejoins the conversation . A  p layer 
may jo in  in the conversation fo r some tim e w ithout arousing suspicion and being 
cha llenged.
The game goes on un til a ll the players have e ithe r guessed co rre c tly  and 
jo ined the conversation or have made three wrong guesses and are out o f the game.
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S tory-B u ild ing
Four or more p layers. The firs t p layer starts a story about anyth ing  he 
wishes. As the game progresses, the leader points out various players who must 
im m ediately step in  and continue the story from the po in t where the last p layer 
le f t  o f f .  This is continued u n til the story has been completed or u n til the 
leader ca lls a h a lt.
Build ing Stories w ith  P articu lar Lines
Two teams w ith  four or more p layers. Each team is given a pa rticu la r 
lin e  o r phrase w h ich  they must work in to  the story that is being to ld .  The story 
lin e  jumps from team to team w ith  about th ir ty  seconds per p la ye r. A fte r a ll 
team members have had a chance the game is stopped and each team tries to guess 
what the  other team's p a rticu la r phrase was. The team which fooled the other 
team is the w inner.
Point o f concen tra tion : Story bu ild ing  w ith  a pa rticu la r g o a l.
Scene from a Picture
One p la ye r. Player goes on stage and is q u ic k ly  shown a p ic tu re  w ith  a 
single characte r. He then te lls  the audience about himself becoming the character 
in  the p ic tu re . The audience may ask him questions about him self, which he must 
im m ediately answer.
Point of concen tra tion : On q u ic k ly  c o lle c tin g  thoughts and making the
character b e lieva b le .
Point o f observation: Pictures may be torn from magazines, advertisements
work w e l l .
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Connecting Words
S ingle p laye r. The student is g iven three words and to ld  to connect them 
in  a story which he w il l  te ll to the audience and at the same tim e act i t  ou t.
Point o f concentra tion : To use three words in  a story and act i t  out .
















e leva to r
plumber
e le c tr ic  bulb
A frica
mermaid





















Point of observation : The story can go in any d ire c tio n . It may be
real o r fantastic
The leader should invent new gomes to stim ulate the im ag ina tion . 
Fantasy plays such an im portant part in the theater tha t considerable tim e should 
be devoted to i t .
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A P P E N D I X  C 
A C T IN G  WITH THE WHOLE BODY
The acto r must know that he is one un ified  organism^ that his whole body, 
from head to toe , functions as one u n it in  a l i fe  response. His whole body must 
be a ve h ic le  o f expression and must develop as a sensitive instrument fo r p e rce iv ­
in g , making contact and com m unicating. The phrase, "See i t  w ith  your e lbow ! " 
is a way to help the student transcend his cerebral concept o f a fee ling  and 
restore i t  where i t  belongs— w ith in  his to ta l organism.
This chapter contains exercises which help  the student phys ica lize  for 
himself the side coaching used throughout the workshops Feel w ith  your anger 
in  the small o f your b ock ! Hear tha t sound in your finge r tip s ! Taste the food 
a ll the way down to your toes!
Id e a lly , however, a ll im provisation workshops should be implemented 
w ith  regular bodywork and exercises in movement by a specia lis t in the f ie ld .
An im provisation workshop in  a c tin g  should inc lude  also some o f the aspects o f 
dance im prov isa tion . In this area body release, not body c o n tro l, is learned.
The release tha t is needed fo r natural grace to emerge as opposed to a r t if ic ia l 
movement.^
EXERCISES FOR PARTS OF THE BODY 
Feet and Legs A lone
These exercises are designed to develop more organic use o f the fee t and 
legs and to awaken the student to  the re a liza tio n  tha t his fee t and legs are
O p . ci t . , Hawkins.
in tegra l ports o f his body.
A stoge curto in  is needed fo r the exercise, o curto in  roised just high enough 
to show the fee t ond legs o f the octors. If the curta in  connot be roised up and 
down, o c lo th  con eosily  be hung o t kn ee -h e igh t. Just be certo in  the upper port 
o f the body is concealed .
Exercise 1
S ingle p loyers. Eoch p loyer is to show one o f the fo llo w in g  through the 
use o f his fee t ond legs oloMe: Who you o re . Whot you ore do ing . A state o f  
be ing .
Point o f concen tro tion : On showing who, whot or o stote o f being w ith
the fee t o lo n e .
Exercise 2
Two ployers. W here, who and whot ogreed upon. N o d io logue is to  be
used.
Point o f concentro tion : A l l  focus on legs ond fee t o lo ne . Relationships,
lough ter, sodness ore to be communicoted by the fee t o lone .
Points o f observotion:
1) Once the problem is solved w ith  twos, ony number o f ployers con 
be e ffe c tiv e ly  used,
2) Actors should # lso  do this exercise borefooted. Knowing th e ir fee t 
ore exposed, they w il l  work w ith  greoter understonding o f the problem to show 
the oudience how they fe e l .
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Hands A lone
M any actors who do use th e ir hands along w ith  th e ir  faces and voices are 
ob liv ious to th e ir fu l l va lue . O thers wave them about not using them w e ll,  some 
just use them to hold  a c ig a re tte . In the fo llo w in g  exercise, the student learns 
to show re la tionsh ip  through the use o f his hands.
In preparation fo r the exercise, the leader must see that a small stage is 
a va ila b le , a stage which hides the student's body from v ie w . An oblong tab le , 
curta ined o ff ,  was used in  this workshop. A lig h t may be needed to illum ina te  
the m in ia ture p lay ing  area.
Teams o f tw o . Players agree on where, who and w ha t. Speech is not to 
be used, nor ore the players to use any part o f th e ir bodies except the ir hands 
and forearms.
Point o f concentra tion : To show where, who and what by means o f the
hands a lone .
Example from the workshops A t f irs t we saw the hands o f someone w ritin g  
on a p iece o f paper. They la id  the paper aside and made a gesture fo r someone 
o ff-s tage  to come in and s it down on the o ther side o f the desk. The second 
pa ir o f hands entered. They were tense and seemed gnarled and tw is ted , as i f  
they belonged to  a p a ra ly tic . They trie d  to hide themselves, to bëcome com­
posed. The firs t hands smoothly reassured them and proffered the paper fo r the 
paralyzed hands to sign. They pushed over a pen, which the la tte r p icked up 
w ith  great d i f f ic u l ty .  W h ile  the paralyzed ones struggled to  sign the paper, the 
firs t ones made smoothing, co n fid e n t, fr ie n d ly  gestures. The scene went on for
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some tim e ; w ith  a ll our a tten tion  focused on these hands a lone , the scene became 
intensely em otional and e x c it in g .
Side coach ing: Laugh w ith  your fingertips 1 Shrug your hands, not your
shoulders ! Remember we c a n 't see your fa c e ! Put a ll tha t energy in to  your 
fingertips I
Points o f observation;
1) Exercise con also be done os Feet and Legs A lone , w ith  single 
p layers. They are to show; who they a re , what they are do ing , state o f be ing .
2) A vo id  discussing over-use o f hands.
3) Finger exercises are useful fo r hand developm ent.
Exercise o f Back
Any number o f  p layers. Through th is  exercise the student learns to com­
municate w ith  his whole body. The student should understand that there are 
parts o f his back side which can be used in  ac ting  but that the movement is lim ite d . 
The head, shoulder, torso, arms and hands, buttocks and heels, ankles and backs 
o f legs can a ll be brought in to  p la y .
Have the students s it as though a t a piano w ith  th e ir backs to the aud ience. 
They are to  show how they feel through the ir manner o f p la y in g . Let them fin d  
th e ir own a ttitu d e s .
Students agree on where, who and w ha t. Scenes must be played w ith  
th e ir backs to the aud ience. They should choose a setting where d ia logue is not 
su itab le .
Point o f concentra tion ; Using th e ir  backs to show the audience the ir
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inner a c tio n — what they are fe e lin g .
Side coach ing; D on 't show us in your face , show i t  in  your back!
Point of observation; Varia tions o f this exercise can be done using 
single players.
Parts o f the Body; Full Scene
A fte r each in d iv id ua l exercise or series o f exercises concentra ting  on parts 
o f the body, d iv id e  the group in to  teams. Where, who and what agreed upon.
Scene is done in  regular way, w ith  students in fu l l v ie w  o f aud ience.
Point o f concen tra tion ; On the spec ific  part o f the body previously covered. 
Point o f observation; N ote  tha t many mannerisms have disappeared.
Exercises fo r Total Body involvem ent
Two or more p layers. W here, who and what agreed upon. Must choose 
scene which involves hea d -to -to e  a c tio n .
Point o f concentra tion ; H ead-to -toe  invo lvem ent.
Example; Revival meetings deep sea divers hunting treasures underwater; 
n on -g ra v ity  space sh ip .
Rhythmic Movement
Full group. Have players s it or stand in large a rea. Leader ca lls  out an 
ob ject (tra in , a irp lane , spacesh ip , washing m ach ine ). Players are ins tan tly , 
w ithout re fle c tio n , to make some motion tha t the ob jec t suggests to them.
Have them continue the movements u n til they become rhythm ical and 
easy. When this has occurred, side coach to group to move around the area,
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keeping th e ir  movement go ing .
Set up a scene fo r the students os they ore moving around.
Tense Muscle
Two o r more p layers. Where, who and what agreed upon . Each p layer 
is to tense up some port o f his body and is to  keep it  tense throughout the scene. 
However, this is not to be part o f the scene— it  is not to be a personal th ing . 
A lthough the tenseness w il l almost always be noticed by the aud ience, the 
ac to r should not attempt to show i t  to the audience or to ju s tify  i t  in any w ay. 
Point o f concentra tion : On tensing up some part o f the body.
Points o f observation:
1) On the in it ia l presentation o f this exercise, note tha t many players 
w il l tense up what is a lready a personal muscular problem fo r them . Do not 
po in t this out to  the student u n til he has completed the exercise fo r the firs t 
tim e and then have him repeat the exercise tensing another port o f his body.
2) This exercise keeps the ac to r in tensely preoccupied as he moves 
through the scene.
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C O N C L U S  I O N
The im provisation exercises described in Appendix A , B and C 
were used in an experim ental workshop. It  is believed the results observed in 
that workshop would app ly  to any s im ila r class or workshop on the co llege  le v e l. 
The acting  and im provisational a b i l i ty  o f the students improved in every case.
A ll o f the students became more free  and spontaneous in th e ir actions during 
the workshop sessions. The area o f greatest improvement was in concentration 
and the bu ild ing  o f  se lf-c o n fid e n c e . Beginning w ith  the o rien ta tion  exercises 
the students became more aware o f the ir sensory perception and how concentration 
on seeing, hearing , tas ting , sm elling and touching can make the ac tion  real fo r the 
aud ience. The o rien ta tion  exercises strengthened th e ir im aginations os did the 
special exercises designed to  develop im ag ina tion . W ith  the employment o f 
the exercises designed to moke the students aware o f the entire  body the students 
began to bring the whole body in to  th e ir  a c tin g .
W ith  constant use o f the exercises the students began to function  
o rg a n ica lly . The exercises and games they had played in  the workshop sessions 
were ingested so tha t they were able  to bring a ll th e ir m enta l, physical and 
in tu it iv e  facu lties  together and respond to the moment w h ile  keeping in mind 
the demands of the theater and the sk ills  required to present tha t a r t . When this 
happened the techniques and spontane ity necessary fo r work in the theater 
became the irs  fo reve r.
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